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ABSTRACT  
Manchester,   Cassone,   Burkhart   and   Jacobs,   amongst   many   others,   have   argued   for   the  
commonly  accepted   theory   that   the  historically   informed   trumpeter  of  baroque   repertoire  
should  imitate  the  voice.  This  is  based  upon  the  following  statement  by  author  of  one  of  the  
major   historical   treatises   on   playing   the   trumpet,   J.E.   Altenburg:   ‘It   is   well   known   the  
human  voice   is  supposed  to  serve  as   the  model   for  all   instruments   thus   the  clarino  player  
should   try   to   imitate   it   as  much   as  possible,   and   should   seek   to   bring   forth   the   so-­‐‑called  
cantabile   on   his   instrument’1.   There   is   certainly  much   evidence   which   does   support   this  
theory,  however  recent  research  in  neurological  science,  along  with  several  major  treatises  
like  Tosi’s  Opinioni  de'ʹ  cantori  antichi  e  moderni  and  Quantz’  ‘Versuch  einer  Anweisung  die  Flöte  
traversiere   zu   spielen’   suggest   that   around   1700-­‐‑30   the   best   singers   are   likely   also   to   have  
matched   the   character   and   sound   of   the   instruments   with   which   they   were   paired.   The  
period  1700-­‐‑1730  was  a  critical  one  in  the  developing  relationship  between  instruments  and  
voice   in  Western  music.   In   particular,   the   trumpet  was   at   the   height   of   its   fame   and   the  
Venetian  trumpet  aria  allowed  for  some  of  the  most  breathtaking  displays  of  musicianship  
and  musical  flair  in  the  history  of  opera.  Before  long,  many  prominent  composers  including  
Handel,  Vivaldi,  Scarlatti  and  Albinoni  were  finding  the  trumpet  aria  useful  and  the  trend  
spread  across  Europe.  This  dissertation  focuses  on  how  the  trumpet  aria  may  have  affected  
the  performance  in  particular  of  one  notable  singer,  Nicola  Grimaldi,  known  as  Nicolini.  A  
selection   of   arias   composed   for   Nicolini   and   his   contemporaries   is   used   to   highlight   the  
predominantly  imitative  nature  of  the  genre.  
  
  
  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
1Johann  Ernst  Altenburg,  Trumpeters'ʹ  and  Kettledrummers'ʹ  Art  (1795),  ed.  Edward  H.  Tarr  (Nashville,  
Tennessee:  The  Brass  Press,  1974),  96.  
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CHAPTER	  1	  
  
INTRODUCTION  
Johann  Quantz  made  a  statement  now  considered  a  dictum.  The  first  part  of  this  dictum  has  
been   considered  by  many   scholars   and   states   that   ‘each   instrumentalist  must   strive   to   execute  
that  which  is  cantabile  as  a  good  singer  executes  it’.  The  second  part,  in  which  he  goes  on  to  say  
that   ‘the   singer,   on   the   other   hand,   must   try   in   lively   pieces   to   achieve   the   fire   of   good  
instrumentalists,  as  much  as  the  voice  is  capable  of  it’2  has  been  neglected.  This  thesis  explores  a  
relationship   between   voice   and   obligato   trumpet,   which   occurred   at   a   key   time   in   the  
development  of  western  vocal  music.  George  Frederick  Handel,  Alessandro  Scarlatti,  Johann  
Sebastian  Bach,  and  Antonio  Vivaldi  are  amongst  a  long  list  of  famous  composers  who  wrote  
for  this  combination.  It  was  around  the  turn  of  the  Eighteenth  Century  when  ‘arias  featuring  
a  dialogue   between  voice   and   trumpet…  became  very   fashionable’3.  However   the   trumpet  
aria  had  established  itself  fifty  years  earlier  by  means  of   illusion.  It  was  not  until   the  1670’s  
that   the   instrument   itself  was  actually  used,  but   ‘imitation  of   trumpets  by  strings  was  very  
much  in  keeping  with  the  aesthetic  of  Venetian  opera4’  as  early  as  the  1640’s.  Following  the  
trend   ‘recitatives   were   marked   by   brief   but   obvious   trumpet   imitations...   [and]   trumpets  
themselves   were  mentioned,   as   in   a   passage   from   La   finta   pazza,   ‘Suona   d’intorno   la   fiera  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
2Johann  Joachim  Quantz,  On  Playing  the  Flute  (1752),    (London:  Faber  and  Faber,  2001),  127.  
3Gabriel  Cassone,  The  Trumpet  Book,  (Verese,  Italy:  Zecchini,  2009),  52.  
4Ellen  Rosand,  Opera  in  Seventeenth  Century  Venice;  the  Creation  of  a  Genre,  (California:  University  of  California  
Press,  1991),  331.  
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tromba’’5  by  Francesco   Sacrati   in   1641.  By   the   time  of  Giasone   (1649)   ‘at   least   one   such   aria  
was  de  rigueur  in  every  [venetian]  opera’6.  
The  stature  of  trumpet  players  grew  and  with  the  arrival  of  the  eighteenth  century,  Cassone  
writes   that   trumpeters   like   Johann   Heinisch,   ‘unanimously   admired   for   his   extraordinary  
mastery  of   the   instrument,   rich   sonority,   and   long   trills   [were]   able   to   surpass   the   soprano  
voice   for   bravura   and   delicacy’7.   Heinisch   in   particular   was   featured   by  many   composers  
including   Steffani   (1653-­‐‑1728),  Draghi   (1640-­‐‑1708),   Pollorollo   (1676-­‐‑1746)   Ziani   (1653-­‐‑1715),  
and   Cesti   1623-­‐‑1699)8.   A   translation   of   the   report   by   Johan   Joseph   Fux   on   Heinisch’s  
performance  in  Artaserse  reads  as  follows.  
After  this  singer  appeared  another,  who  only  recently  came  from  Venice  [to  Vienna].  This  
singer   sang   an   adagio   aria   like   an   angel,   if   it   is   allowed   to   say   so.  Heinisch,   the   famous  
trumpeter,  played  a  solo  in  this  aria  so  artful  and  high  that  it  was  nearly  impossible  that  it  
could  have  been  played  by  a  human  because  the  trumpet  behaved  like  a  little  flute.  At  the  
end   of   this   aria,   this   female   sang   a   trill   so   long   and   lovely   that   I   truly   believed   that   she  
would  run  out  of  breath,  and  thus  Herr  Heinisch  made  in  the  same  manner  a  long  and  even  
longer  trill  on  the  trumpet  with  her.9  
  
Perhaps  the  most  famous  account  is  from  Dr  Charles  Burney  who  wrote  the  following  on  Farinelli’s  
contest  with  a  German  trumpeter  which  occurred  in  London  in  1722.    
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
5Rosand,  331.  
6Ibid.  330.  
7Cassone,  The  Trumpet  Book,  58.  
8Ibid.  55-­‐‑58.  
9Edward  Tarr,  The  Trumpet  (Portland:  Amadeus  Press,  1988).  80.  
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The   two   struggled   ‘…sportive[ly],   till   the   audience   began   to   interest   themselves   in   the  
contest,   and   to   take   different   sides:   after   severally   swelling   a   note   in   which   each  
manifested  the  power  of  his  lungs  and  tried  to  rival  the  other  in  brilliancy  and  force,  they  
had  both  a   swell   and   shake   together,   by   thirds,  which  was   continued   so   long,  while   the  
audience  eagerly  waited  the  event,    both  seemed  to  be  exhausted;  and  in  fact  the  trumpet  
player  whole  spent  gave  it  up  thinking  however  his  antagonist  as  much  tired  as  himself,  
and  it  would  be  a  drawn  battle;  when  Farinelli,  with  a  smile  on  his  countenance,  shewing  
he  had  only  been  sporting  with  him  all    time  broke  out  all  at  once  in  the  same  breath,  with  
vigour,   and   not   only   swelled   and   shook   the   note,   but   ran   the   most   rapid   and   difficult  
divisions,  and  was  at  last  silenced  only  by  the  acclamations  of  the  audience.10  
This  account  was  written  some  fifty  years  after  the  event.  Burney  writing  about  this  event  at  
all  suggests  it  stood  out  as  unusual;  however  the  actual  type  of  aria  itself  was  not  unique  for  
it   is  clear  that   ‘the  unique  spectacle  of  Baroque  opera  was  enhanced  by  the  rivalry  between  
singers   and   instrumentalists’11.   This   particular   occasion  was   remarkable   however;   because  
Farinelli  defeated   the   trumpeter.   Instrumentalists  would  probably  have  won   these   contests  
because   the   trumpet   has   greater   amplification   and   resistance   on   the   breath   and   so   it   is  
seemingly  logical  that  the  trumpeter  should  last  longer  in  a  battle  of  loudness  and  longevity  
of   air   supply.   These   spectacular   trumpet   arias   were   often   written   in   the   da   capo   form,  
allowing  for  exciting  and  extravagant  improvisation  on  the  return  to  the  A  section.  Burney’s  
anecdote   together  with  Cassone’s  and  Tarr’s   research  can   therefore  be   seen  as  highlighting  
both  the  rise  of  virtuosity  and  the  close  interaction  between  trumpet  and  voice  in  this  style  of  
aria.    
  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
10Charles  Burney,  A  General  History  of  Music:  From  the  Earliest  Ages  to  the  Present  Period  (1789),  vol.  2  (New  
York:  Dover,  1935),  528.  
11Tarr,  The  Trumpet,  80.  
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SCOPE  
The  early  1700s  was  a  prolific  time  for  trumpet  arias.  The  large  number  of  operas  from  the  period  
makes  a  comprehensive  survey  of   them  all  beyond   the  scope  of   this  study;  however   in   the   initial  
stages  of  this  study,  a  broad  survey  of  one  hundred  operas  found  more  than  half  of  those  written  
between  1700  and  1748  contained  at  least  one  trumpet  aria.  The  survey  showed  that  many  of  these  
arias  have  an  imitative  texture,  and  identified  that  the  voice  and  trumpet  are  equal  partners  in  the  
compositions.  
As   such   this   study   focuses   in   particular   on   one   very   famous   castrato,   Nicolo   Grimaldi,   detto  
Nicolini  (1673-­‐‑1732).  Nicolini’s  career  coincided  with  the  peak  of  the  fashionable  trumpet  aria.  He  
was   at   the   time   'ʹthe  most   admired   singer   ever   was   heard   in   England'ʹ12.   Nicolini   established   his  
career   singing   major   principal   roles   in   Naples   with   Scarlatti13,   most   notably   in   La   Caduta   de  
decemviri,   Muzio   Scevola,   Il   prigioniero   fortunato,   and   Pirro   e   Demetrio.   In   Venice   in   1705,   he   was  
awarded   the   title   of   Cavaliere   della   Croce   di   San   Marco   for   his   performance   of   the   title   role   in  
Gasparini’s  Antioco.   Nicolini   featured   in   operas   regularly   across   Italy,   before   being   scouted   and  
recruited   to  London.  Nicolini  was  very  successful  and  sang   for  many  composers  during  his   time,  
none  more   notable   than  Handel   in   London.   In   1714   after   the   death   of   his   patron,   Queen   Anne,  
Nicolini  went  home  to  Italy  for  a  year  before  returning  for  three  more  seasons  (until   June  1717)  14,  
after  which  he  returned  to  his  home  nation  once  again  and  lived  out  his  life  in  Venice15.  Building  on  
knowledge  previously  explored  by  Dean  (2010)16,  Roach  (1976)17,  Wiel  (1897)18,  and  Faustini-­‐‑Fausani  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
12H  Diack  Johnstone,  "ʺClaver  Morris,  an  Early  Eighteenth-­‐‑Century  English  Physician  and  Amateur  Musician  
Extraodinaire,"ʺ  Journal  of  the  Royal  Musical  Association  133,  no.  1  (2008).  P108.  
13Winton  Dean,  "ʺNicolini  [Grimaldi,  Nicolo],"ʺ  in  Grove  Music  Online  (Oxford:  Oxford  Music  Online,  2009).  
14  Music  was  not  heard  in  British  theatres  for  some  time  after  Queen  Anne’s  death.  
15Dean,  "ʺNicolini  [Grimaldi,  Nicolo]."ʺ  
16Ibid.  
17Joseph  R.  Roach,  "ʺCavaliere  Nicolini:  Londons  First  Opera  Star,"ʺ  Educational  Theatre  Journal  28,  no.  2  (1976).  
18Taddeo  Weil,  I  Teatri  Musicali  Veneziani  (Musical  Theatre  in  Venice),  (Venezia:  Ristampa  dell'ʹedizione,  1897).  
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(1935)19,   this   study   has   identified   fifty   operas   which   include   a   role   specifically   written   for   the  
famous  castrato.  Along  with   these,   several   trumpet  arias  which  were  not  written   for  Nicolini  but  
which   highlight   key   commonalities,   or   differences   within   the   genre   have   been   included   in   the  
selection   of   twenty-­‐‑one   arias   for   more   detailed   analysis.   The   core   of   this   sample   comes   from  
Venetian  composers,  with  whom  the  genre  of   the   trumpet  aria  originated.  The  foreign  composers  
Scarlatti  and  Handel  both  visited  Venice  in  1707.  The  following  year  Nicolini  left  for  London  where  
he  would  play  a  major  role  in  winning  the  London  critics  over  to  Italian  Opera.  
The   arias   referred   to   in   this   thesis   were   mostly   written   by   famous   composers   such   as   Scarlatti,  
Handel,  Vivaldi,  Albinoni,  Galuppi  and  Caldara.   Included  examples   show   just  how   far   the  genre  
spread,   for   example   the   Venetian   style   trumpet   aria   was   commonplace   in   opera   written   by   a  
German  composer  working  in  London  (Handel).  Three  trumpet  arias  sung  by  Nicolini,  and  another  
six  which   he  may   have   sung,   have   been   selected   for   analysis.   These   are   supplemented   by   seven  
important  arias  composed  for  other  singers  which  highlight  regularly  occurring  features  of  trumpet  
arias  as  well  as   interesting  or  unusual  examples.  While   the  results  of   this  analysis  are  specifically  
related  to  this  selection,  the  trends  appearing  within  this  scope  provide  an  indication  of  what  might  
be  found  in  other  trumpet  arias  written  at  the  time.  
  
     
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
19E.  Faustini-­‐‑Fasani,  "ʺ'ʹGli  Astri  Maggiri  Del  "ʺBel  Canto"ʺ  Napolitano:  Il  Cav  Nicola  Grimaldi  Detto  "ʺNicolini"ʺ'ʹ.  
(Note  d’Archivo,  12,  1935).  
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LITERATURE  REVIEW  
Substantial  primary  sources  which  address  the  nature  of  musical  imitation  and  supporting  a  soloist  
include  CPE  Bach  (1714-­‐‑1788)20;  his  chapter  on  accompaniment  is  of  particular  interest  and  relevance  
to  this  thesis.  Quantz  (1752),  in  his  book  ‘Versuch  einer  Answeisung  die  Flöte  traversiere  zu  spielen’,  has  
several  useful  chapters  regarding  stylistic  features  of  tempo,  good  execution  in  singing  and  playing,  
and   duties   for   accompanists.21  Further,   treatises   by   Tosi   (1743)22,   Mancini   (1967)23,   and   Agricola  
(1757)24,   provide   vital   insight   into   the   state   of   singing,   including   the   musical   receptiveness   and  
understanding  of  the  well-­‐‑finished  singer.  Ribeiro  (1991)25  documents  a  transcription  of  the  Letters  of  
Dr  Charles  Burney,  while   the   team  of  Klima,  Bowers  and  Grant   (1988)26,  document  Burney’s  diary  
and  his  memoirs,  both  of  which  contain  many  references   to  some  of   the  most  well  known  castrati  
including  Farinelli,  Senesino,  Carestini  and  Nicolini,  and  list  some  of  their  performances,  including  
anecdotes  vividly  describing  the  experience  of  hearing  the  music.    
Following   these   are   important   secondary   sources   by   Freitas   (2009)27,   Heriot   (1975)28  and   Barbier  
(1989)29  which  offer  more  recent  insight.  Haböck’s  (1927)30  account  of  hearing  his  friend  Alessandro  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
20Carl  Phillipp  Emanuel  Bach,  Essay  on  the  True  Art  of  Playing  Keyboard  Instruments,  1753,  ed.  William  J.  
Mitchell  (London:  Eulenburg  Books,  1974).  
21Quantz,  On  Playing  the  Flute.  
22Pier  Francesco  Tosi,  Observations  on  the  Florid  Song  (1723),    (Bologna:  William  Reeves,  London,  1967).  
23Giambattista  Mancini,  Practical  Reflections  on  Figured  Singing  (1774),  (Vienna:  Pro  Musica  Press,  1967).  
24Agricola,  Introduction  to  the  Art  of  Singing  (1757),  ed.  Julianne  Baird  (Cambridge:  Cambridge  University  
Press,  1995).  
25Charles  Burney,  The  Letters  of  Dr  Charles  Burney  (1751-­‐‑1784),  ed.  Alvaro  Ribeiro,  Sj.  vol.  1,  (Oxford:  
Clarenden  Press,  1991).  
26Burney,  Memoires  of  Dr  Charles  Burney  (1726-­‐‑1769).  
27Roger  Freitas,  Portrait  of  a  Castrato  (Cambridge:  Cambridge  University  Press,  2009).  
28Angus  Heriot,  The  Castrati  in  Opera  (New  York:  Da  Capo  Press.  Inc,  1975).  
29Patrick  Barbier,  The  World  of  the  Castrati:  the  History  of  an  Extraordinary  Operatic  Phenomenon  (London:  
Souvenir  Press,  1989).  
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Moreschi31,   the   last   known   castrato   to   be   on   a   surviving   recording,   is   first   hand   yet   his   book   is  
essentially   a   secondary   source.   Two   recent   biographies   of   Moreschi   by   Hill   (1995)32  and   Clapton  
(2004)33  offer  much  more   comprehensive   biographical   accounts   of  Alessandro  Moreschi   in  The   last  
castrato  and  The  angel  of  Rome  respectively.  A  comprehensive  biography  of  the  castrato  Tenducci  and  
his  wife  Dorothea  was  written  by  Berry  (2011)34.  In  a  broader  context  Heriot  covers  a  wide  spectrum  
from   general   musical   training   right   through   to   the   social   identity   of   the   castrati,   and   especially  
focuses  on  the  castrati’s  contribution  to  opera,  much  of  it  seems  transcribed  from  Haböck35,  however  
this  is  not  acknowledged.  Barbier  similarly  does  not  write  in  a  particularly  scholarly  manner  though  
he  explores  the  broader  life  and  social  identity  of  the  castrati  in  a  very  entertaining  and  easily  read  
manner.  Barbier  also  explores   the   science  of   castration  and  selection  of   candidates,   the  Neapolitan  
conservatoires,   comments   on   their   sexuality   in   society,   and   the   controversy   surrounding   the  
movement  of  castrati  from  church  into  opera.  Another  important  chapter  on  Castrati  referred  to  in  
this  thesis  is  found  in  Rosselli  (1992)36.  These  sources  are  useful  in  understanding  the  performers  of  
this  music,  which  is  integral  when  considering  the  personalized  nature  of  composition.  
Relating   to   materials   on   vocal   timbre,   and   vocal   technique,   Hemsley   (1998)37  provides   an   entire  
chapter  devoted  to  the  colour  of  the  voice.  Hemsley  begins  by  praising  the  ‘ability  consciously  and  
meaningfully  to  vary  the  colour  of  the  voice’38  as  ‘one  of  the  most  important  aspects  of  singing  and  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
30Franz  Haböck,  "ʺDie  Kastraten  Und  Ihre  Gesangkunst,"ʺ  Deutsche  Velags-­‐‑Anstalt    (1927).  
31Allesandro  Moreschi,  The  Last  Castrato,  (E.  Sussex,  Enland:  Pavilion  Records,  1984),  CD.  
32  John  Spencer  Hill,  The  last  Castrato,  (New  York:  St  Martins  Press,  1995).  
33  Nicholas  Clapton,  Moreschi  and  the  voice  of  the  castrato:  The  Angel  of  Rome,  (London:  Haus  Publishing:  2008).  
34  Helen  Berry,  The  Castrato  and  his  wife,  (Oxford:  Oxford  University  Press,  2011).  
35  Haböck,  Die  Kastraten  Und  Ihre  Gesangkunst.    
36  John  Rosselli.  Singers  of  Italian  Opera.  (Cambidge:  Cambridge  University  Press,  1992).  
37Thomas  Hemsley,  Singing  and  Imagination:  A  Human  Approach  to  a  Great  Musical  Tradition  (Oxford,  New  
York:  Oxford  University  Press,  1998).  59.  
38Ibid.  60.  
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one  which  seems  to  be  more  and  more  neglected’39.  Hemsley  goes  on  to  say  that  emotions,  feelings  
and  moods  affect  the  colour  of  the  voice.  He  extends  these  boundaries  however  by  adding  ‘there  are  
changes   of   color   [sic]   coming   from   purely   musical   considerations.   The   human   voice   has   a   very  
special  quality—namely  the  ability  to  vary  the  harmonic  content  of  any  note  which  is  sung’40.  Saxon  
and  Snieider  (1995)41  used  case  studies  such  as  Stemple  (1994)  to  write  about  the  physical  aspects  of  
the  voice  and  how  the  different  muscles  react  and  develop  with  particular  focused  training.  This  is  a  
very  useful  finding  as  it  may  help  us  to  understand  how  repetitively  imitating  the  trumpet  may  have  
developed  the  physiology,  and  hence,  phonation,  timbre,  volume,  overtones,  frequency  ranges,  flow  
rates  and  lung  capacity  of  the  castrati.  
The  most  renowned  castrato  at   the  height  of   the   trumpet  aria  was  Nicola  Grimaldi.  Regarding  the  
life  and  music  performed  by  Il  Cavaliere  Nicolino,  primary  sources  such  as  the  original  manuscripts  
of  operas  in  which  he  performed  exist  all  across  the  world,  many  are  in  Italian  and  German  libraries  
and   can   be   accessed   via   catalogues   such   as   the   Online   Public   Access   Catalogue   of   the   ‘Italian  
Libraries  Network’   (OPAC   SBN)42,   and   some   have   been   published   in   series   such   as   ‘Italian  Opera  
1640-­‐‑1770’  (Garland)43.  Burney  (1753)  made  twenty  one  entries  relating  to  Nicolino,  some  of  which  
are   direct   quotations   from   critics,   and  most   scholars   draw   from   Burney   and   from   translating   the  
Italian  biographical  account  Faustini-­‐‑Fasani  (1935)  from  the  series  Gli  Astri  Maggiri  Del  "ʺBel  Canto”44.  
In  English  many  of  the  main  successes  of  Nicolini’s  life  have  been  widely  documented  but  few  go  as  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
39Ibid.  60.  
40Ibid.  60.  
41Kieth  G  Saxon  and  Carole  Schnieder,  Vocal  Exercise  Physiology  (San  Diego,  California:  Singular  Publishing  
Group,  inc.,  1995).  
42OPAC  SBN  http://www.iccu.sbn.it/opencms/opencms/en/    (accessed  10  March,  2012).  
43Howard  Mayer  Brown,  ed.,  Baldassare  Galuppi,  La  Diavolessa  (New  York  and  London:  Garland  Publishing,  
Inc,  1978).  
44Euguenio  Faustini-­‐‑Fasani,  Gli  Astri  Maggiri  Del  "ʺBel  Canto"ʺ  Napolitano:  Il  Cav  Nicola  Grimaldi  Detto  
"ʺNicolini"ʺ.  (Note  d’Archivo,  12,  1935).  
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far  as  Roach  (1976)45,  Heriot  (1975)46    and  Dean  (2000)47  all  of  whom  draw  from  Faustini-­‐‑Fasani.    Weil  
(1897)48  provides  a  complete  listing  of  operas  performed  in  Venice  between  1700  and  1801,  and  lists  
Nicola  Grimaldi  regularly  between  1700  and  1732.    
In   order   to   understand   how   the   trumpet  may   have   influenced  Nicolo  Grimaldi   it   is   important   to  
understand   the  history  of   the   trumpet.  There  has  been  much  work  done   in   this   area  by  Professor  
Edward   Tarr49.   Almost   all   of   the   following   research  was   edited   by   Tarr.   Cassone   (2009)50  recently  
published  The  Trumpet  Book  which  is  a  comprehensive  work  on  the  history  of  the  trumpet.  The  book  
has   large  detailed   images,  has  some  fascinating   facsimiles  and  gives  much   insight   into   the   lives  of  
the   trumpeters   of   the   baroque.   Foster   (2010)51  provides   a   method   for   learning   how   to   play   the  
baroque  trumpet.  He  begins  with  an   interesting  history  of   the  trumpet’s  evolution  though  it   is  not  
well   referenced.  Burkart   (1972)52  documented  a  biography  of   the  Shore   family   trumpeters  which   is  
useful  knowledge  as  Nicolini  spent  several  years  in  England,  at  the  same  time  as  John  Shore  was  the  
sergeant  trumpeter  of  the  Kings  Music53.  One  of  the  other  leading  trumpeters  in  England,  famously  
Handel’s   trumpeter,   was   Valentine   Snow.   He   is   investigated   in   Grove   by   Husk   (2010)  54who  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
45Roach,  "ʺCavaliere  Nicolini:  Londons  First  Opera  Star."ʺ  
46Heriot,  The  Castrati  in  Opera.  
47Dean,  "ʺNicolini  [Grimaldi,  Nicolo]."ʺ  
48Weil,  I  Teatri  Musicali  Veneziani  (Musical  Theatre  in  Venice).  
49Tarr,  The  Trumpet.  
50Cassone,  The  Trumpet  Book.  
51  John  Foster,  The  natural  trumpet  and  other  related  instruments,  (Sydney:  Kookaburra  Music,  2008).  
52Richard  E  Burkart,  The  Trumpet  in  the  Seventeenth  Century:  With  Emphasis  on  Its  Treatment  in  the  Works  of  
Henry  Purcell  and  a  Biography  of  the  Shore  Family  of  Trumpeters  (Ann  Arbor:  UMI,  1972).  
53Philip  H.  Highfill,  Kalman  A.  Burnim,  Edward  A.  Langhans.”John  Shore”.  A  Biographical  Dictionary  of  
Actors,  V.13.  :  Actresses,  Musicians,  Dancers,  Managers,  and  Other  Stage:  Personnel  in  London,  1660-­‐‑1800.  
(Southern  Illinois  University  Press,  1991).  
  
54  W.  H.  Husk  and  Edward  H.  Tarr.  “Snow,  Valentine”.    In  Grove  Music  Online.  Oxford  Music  Online,  
http://www.oxfordmusiconline.com/subscriber/article/grove/music/26052  (accessed  March  9,  2012).  
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provides  brief  biographical  evidence  and  a  listing  of  some  of  the  pieces  written  specifically  for  Snow,  
but  does  not  achieve  the  level  of  depth  which  Burkhart  does  with  the  Shore  family.  Tarr  (2000)55  has  
written   a   short   biography   on   Gottfried   Reiche   (Bach’s   trumpeter)   along  with  modern   editions   of  
several  treatises  by  Altenburg,  Kresser,  Cacciamani,  Bendinelli,  and  Fantini.  Of  these  treatises  most  
are   notated   musical   exercises;   however   Altenburg   is   the   scholar   whose   life   work,   presented   in  
Trumpeters'ʹ   and   Kettledrummers'ʹ   Art   (1795),   documents   not   only   his   own   detailed   opinion   and  
experience  but  that  of  his  father,  also  a  respected  trumpeter.  Altenburg  documents  the  history,  and  
present   day   usage   (relating   to   1795),   explicates   performance   practice,   and   defines   the   stylistic  
component  of  playing  in  great  detail  which  is  crucial  to  understanding  the  performance  practice  of  
the   trumpet.   Tarr   in   Grove   Online   specifically   notes   ‘The   ‘secret’   of   Baroque   trumpeters,   was  
associated  with  the  repertory  or  the  Field  Trumpeters56.  This  contrasts  with  the  emphasis  on  playing  
in   the   clarino   register   which   Altenburg   treated   in   a   rather   matter-­‐‑of-­‐‑fact   manner,   for   example  
mentioning  only  in  passing  the  required  ‘lipping’  of  the  out-­‐‑of-­‐‑tune  7th,  11th,  13th  and  14th  tones  of  
the  harmonic  series'ʹ57.  Five  ‘field  pieces  or  military  signals  were  handed  down  by  rote  from  teacher  
to  pupil  and  were  executed  with  special  kinds  of   tonguing   (and   ‘huffing’).’58  Further   to   this,  Grove  
Music   Online   offers   several   definitions   of   trumpet   calls,   and   alarums.   These   include   Chiamata59,  
Sennet60,  Signal61,  Sonniere62,  and  Tucket63.    
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
  
55Edward  Tarr,  The  Art  of  Baroque  Trumpet  Playing  (New  York:  Schott,  2000).  
56	  Edward.H.  Tarr.   ‚Altenburg,   Johann  Ernst‘.   In  Grove  Music  Online.  Oxford:  Oxford  Music  Online,  
http://www.oxfordmusiconline.com/subscriber/article/grove/music/00680  (accessed  March  1,  2012).	  
57  Johann  Ernst  Altenburg,  Trumpeters'ʹ  and  Kettledrummers'ʹ  Art  (1795).  Edited  by  Edward  H.  Tarr.  
Nashville,  Tennessee:  The  Brass  Press,  1974.  71.  
  
58Edward.H.  Tarr.  ‚Altenburg,  Johann  Ernst‘.  In  Grove  Music  Online.  Oxford:  Oxford  Music  Online,  
http://www.oxfordmusiconline.com/subscriber/article/grove/music/00680  (accessed  March  1,  2012).  
59Peter  Downey  and  Edward  H.  Tarr.  ‘Chiamata’.    In  Grove  Music  Online.  Oxford:  Oxford  Music  Online,  
http://www.oxfordmusiconline.com/subscriber/article/grove/music/05561  (accessed  March  1,  2012).  
60Edward  H.  Tarr  and  Peter  Downey.  ‘Sennet’.  In  Grove  Music  Online.  Oxford:  Oxford  Music  Online,  
http://www.oxfordmusiconline.com/subscriber/article/grove/music/25415  (accessed  March  1,  2012).  
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One   area   of   particular   interest   in   recent   scholarship   is   the   importance   of   the   instrumental  
combination  of  voice,  particularly  soprano  (castrato),  and  trumpet.  Burkhart  (1972),  Richard  (1984),  
Manchester  (2007)  and  Foster  (2010)  have  all  written  on  the  subject.  Foster  (2010)  comments  that  ‘the  
baroque  period  is  often  referred  to  as  “a  golden  age”  for  the  natural  trumpet  and  this  is  evident  by  
taking  note  of  the  body  of  repertoire  composed  for  the  instrument  during  this  time  (c.1600-­‐‑1750)’64.  
This   identification  of  vast  quantities  of   repertoire   includes  all  genres  of  writing   for   the   instrument  
including  obbligato  arias.  Specifically  relating  to  the  trumpet  aria,  questions  from  all  these  scholars  
are  raised  in  regard  to  the  formal  and  expressive  techniques  of  trumpet  performance.  There  seems  to  
be  general  agreement  that  the  trumpet  responded  in  a  particular  fashion  when  certain  text  was  sung;  
whether  this  meant  leaping  a  perfect  fourth  on  the  word  tromba,  or  the  trumpet  blaring  whenever  the  
word   Guerra   (war)   occurred   in   the   text,   as   noted   by   Meredith   (1980),   and   Manchester   (2007).  
Meredith  (1980)  provides  interesting  notes  on  Scarlatti’s  7  arie  con  tromba,  a  group  of  single  arias  he  
found   in   the   Bodleian   library.   While   he   expresses   his   opinion   quite   clearly   that   the   expressive  
techniques  were  influenced  directly  by  the  military  history  of  the  trumpet,  he  does  not  discuss  vocal  
performance  in  any  detail.  In  his  Master’s  thesis  (2007),  Manchester  agrees  with  Meredith,  but  takes  
the  argument  into  the  works  of  Handel  in  particular.  He  finds  text,  in  particular  words  like  Guerra,  
(meaning   war),   correspond   directly   to   Handel’s   treatment   of   the   trumpet’s   response   in   arias.  
Manchester  developed  a  very  good  systematic  approach  to  analysing  each  of  Handel’s   twenty-­‐‑one  
arias   written   for   solo   trumpet   and   voice.   Manchester   notes   ‘the   obvious   progression   from   this  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
  
61William  Barclay  Squire,  et  al.  ‘Signal  (i)’.  In  Grove  Music  Online.  Oxford:  Oxford  Music  Online,  
http://www.oxfordmusiconline.com/subscriber/article/grove/music/25742  (accessed  March  1,  2012).  
  
62Edward  H.  Tarr.  ‘Sonnerie’.  In  Grove  Music  Online.  Oxford:  Oxford  Music  Online,  
http://www.oxfordmusiconline.com/subscriber/article/grove/music/26220  (accessed  March  1,  2012).  
  
63Edward  H.  Tarr  and  Peter  Downey.  ‘Tuck,  tucket’.    In  Grove  Music  Online.  Oxford:  Oxford  Music  Online,  
http://www.oxfordmusiconline.com/subscriber/article/grove/music/28544  (accessed  March  1,  2012).  
  
64John  Foster,  The  Natural  Trumpet  and  Other  Related  Instruments  (Sydney:  Kookaburra  Music,  2010).  4.  
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[thesis]  would   be   to   analyse   the   trumpet  writing   of  Handel’s   contemporaries’65.   Indeed   this   is   an  
enormous  task,  one  which  was  previously  touched  on  by  Richard  (1984)66.  
There  are  no  published  books  that  deal  exclusively  with  the  relationship  between  trumpet  and  voice.  
There  is  need  for  more  insight  into  this  development  in  order  that  modern  performances  of  Baroque  
trumpet  arias  might  come  closer  to  the  original  intent.67  
Richard  then  goes  on  to  analyse  a  list  of  composers  across  Italy,  England  and  Germany  and  shows  
musical   examples  where   the   trumpet   imitates   the   voice.  Manchester’s  method   is   somewhat  more  
advanced   and   focused   than   that   of   Richard,   who   in   contrast   provides   a   very   broad   listing   of  
examples,  a  method  which  was  similarly  adopted  by  Burkart  (1972).     All  three,  however,  regularly  
argue  in  agreement  that  ‘the  trumpet  is  used  primarily  in  imitation  of  the  vocal  line’68  and  ‘to  aid  in  
expressing   the  meaning   of   the   text’69.   All   three   are   correct,   but   all   three   are   also   trumpeters,   and  
therefore  they  have  perhaps  shaped  their  study  from  a  trumpeter’s  perspective.  Burkart  (1972),  in  his  
analysis  found  ‘Of  course,  Purcell,  as  other  composers,  wrote  trumpet-­‐‑like  music  to  texts  referring  to  
the   instrument   even   though   the   instrument   itself  was   not   employed’70.   Burkart   further   states   that  
because   of   the   restricted   availability   of   notes   within   the   natural   harmonic   series   its   ‘limitations  
idiomatically  influenced  not  only  melodic  lines  of  vocal  and  instrumental  works  with  trumpet,  but  
also   works   which   did   not   at   all   use   the   trumpet,   such   as   vocal   solos   and   pieces   written   for  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
65  Manchester,  52.  
66Leon  Richard,  The  Literature  of  the  Trumpet  as  a  Solo  and  Obbligato  Instrument  in  Combination  with  the  Soprano  
Voice  in  Works  of  the  Italian,  English,  and  German  Schools  during  the  Baroque  Period,  (DMA  dissertation,  
Memphis  State  University,  1984).  
67Ibid.  viii.  
68Burkart,  The  Trumpet  in  the  Seventeenth  Century:  With  Emphasis  on  Its  Treatment  in  the  Works  of  Henry  Purcell  
and  a  Biography  of  the  Shore  Family  of  Trumpeters.  24.  
69Matthew  Manchester,  The  Trumpet'ʹs  Loud  Clanger  Excites  Us  to  Arms:  A  Study  of  Expressive  and  Formal  
Characteristics  of  Solo  Trumpet  Parts  in  the  Arias  of  G.  F.  Handel,  (The  University  of  Sydney,  2007),  50.  
70Burkart,  "ʺThe  Trumpet  in  the  Seventeenth  Century:  With  Emphasis  on  Its  Treatment  in  the  Works  of  Henry  Purcell  
and  a  Biography  of  the  Shore  Family  of  Trumpeters.  30.  
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harpsichord’71.   I  claim  in   this   thesis   that  while   the   trumpet  may  have   initially  been   intended  as  an  
auxiliary   instrument,   it   became   a   melodic,   timbral,   and   stylistic   model   by   which   composers,  
instrumentalists   and   singers   alike   consciously   or   unconsciously   reflected   in   their   writing   and  
performance  respectively.  Examples  of  this  will  be  discussed  in  Chapter  2.  
  
THE PERSPECTIVE OF IMITATIVE PROCESSES IN PERFORMANCE 
The   science   of  mirroring   as   a   neurological   response   is   important   to   understand.   For   many   years  
instinct   has   informed  us   that   observation  or   copying  of   a  demonstration   is   an   efficient  method  of  
learning,   Chapman   (2012)   begins   her   philosophy   on   the   natural   primal   instinct   of   singing   by  
asserting   that   ‘babies   sing   before   they   can   speak’72,   she   quickly   qualifies   this   by   noting   that   ‘the  
infants  early  vocalization  [sic]  demanding  food  or  attention  soon  is  extended  into  a  range  of  sounds  
like  cooing  and  babbling  and  eventually  copying  the  intonation  patters  of  the  mother  and  immediate  
family’73.    Imitation  learning  is  a  reasonable  and  widely  accepted  understanding  of  how  we  develop  
speech.   In   2006   the   Italian   team  of  Giacomo  Rizzolatti   and  Corrado   Sinigaglia   completed   a  major  
work   explaining   this   phenomenon74.   ‘Evidence   gathered   from   electroencephalography75,   Magneto  
encephalography76,  and  Transcranial  Stimulation77,  show  results  which  ‘would  seem  to  suggest   the  
mirror  neurons  in  humans  are  not  only  able  to  code  the  goal  of  the  motor  act  but  also  the  temporal  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
71Ibid.  37  
72  Janice  L.  Chapman,  Singing  and  Teaching  Singing:  A  Holistic  Approach  to  Classical  Voice  (San  Diego:  Plural  
Publishing,  2012).  2.  
73  Ibid.  
74Giacomo  Rizzolatti  and  Corrado  Sinigaglia,  Mirrors  in  the  Brain  (Oxford:  Oxford  University  Press,  2008).  
75technique  which  records  spontaneous  cortiacal  electric  activities  
76  Technique  which  analyses  the  electric  activity  of  the  brain  with  recordings  of  the  magnetic  fields  it  
generates.  
77  Transcranial  Stimulation:  A  non  invasive  technique  which  stimulates  the  nervous  system.  
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aspects  of  its  individual  movements’78.  Further  to  this,  brain  imaging  techniques  including  Positron  
Emission   Tomography   and   Functional   Magnetic   Resonance   Imaging79  also   ‘show   that   a   mirror  
system  analogous  to  that  found  in  monkeys  is  present  in  humans’80.  
  
With   such   evidence  we   can   consider   how   this  might   relate   to   imitation   of  music.   It   is   important  
however   to   firstly   decide   whether   or   not   this   imitation   will   occur   consciously   or   unconsciously.  
Consider  the  principle  of  learning  language  or  song  as  a  child.  Criss  (2004)  found  this  ‘mimicking  of  
someone  else…  is  a  natural  ability  we  have  when  we  are  born’81.  Criss  claims  that  mimicking  is  used  
‘unconsciously   in   the   natural   learning   process   when   there   is   a   performance   model   to   observe.’82  
Rizzolatti   (2006)   found   that   this   natural   ability   to   learn   by   mimicking   is   the   result   of   a   complex  
neurological  system  which  he  refers  to  as  ‘Mirror  Neurons’.  This  system  develops  and  strengthens  as  
we  get  older  and  with  use.    
Imitation  can  be  understood  in  a  number  of  ways,  but  for  the  purposes  of  simplicity  I  will  use  the  
two  definitions  provided  by  Rizzolatti  and  Sinigaglia:  “the  capacity  to  replicate  an  act  which  already  
belongs  to  his  motor  repertoire,  after  having  seen  it  executed  by  others”;  or  “a  process  by  which  an  
individual   learns  a  new  pattern  of  action  by  observation  using  any  of   the  senses  after  which  he   is  
able   to   reproduce   it   in   minimal   detail”83.      In   this   study   both   types   are   explored.   Rizzolatti   then  
demonstrates  how  mirror  neurons  can  be  used  not  only  to  replicate,  but  to  learn.  The  example  used  
refers  to  playing  a  chord  on  the  guitar.    
The  mirror  neuron  circuit  was  activated  when  the  participants  observed  the  chords  with  the  aim  of  
imitating  the   teacher;   it  also  became  active   though  to  a   lesser  extent,  during  the  control  conditions  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
78Sinigaglia,  Mirrors  in  the  Brain.  115.  
79a  technique  which  records  the  variations  in  blood  flow  caused  by  performance  and  observation  
80Sinigaglia,  Mirrors  in  the  Brain.  
81Ellen  Criss,  "ʺThe  Natural  Learning  Process,"ʺ  Music  Educators  Journal  95,  no.  2  (2008).  44.  
82Ibid.  44.  
83Sinigaglia,  Mirrors  in  the  Brain.  139.  
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when  the  participants  watched  the  teacher  playing  the  chords  or  when,  after  watching  the  teacher,  
they   touched   the   neck   of   the   guitar   without   actually   playing   the   chords   themselves.   The   most  
interesting   finding   however,  was   the   intense   and   extensive   activation   of   the   region   of   the   frontal  
cortex   corresponding   to   Brodmann’s   area   46 84   during   the   pause   preceding   imitation. 85  
Rizzolatti/Sinigaglia  explain  that  ‘apart  from  being  involved  in  the  working  memory  processes,  area  
46  appears  to  be  responsible  for  the  recombination  of  individual  motor  acts  and  the  formation  of  a  
new  pattern  of  action,  as  close  as  possible  to  that  shown  by  the  demonstrator.’  86  This  means  that  that  
Brodmann’s  area  46  in  a  singers  brain  will  trigger  the  formation  of  sound  as  close  as  possible  to  that  
demonstrated  by  the  trumpet,  and  that  conversely  the  trumpeter  when  repeating  the  singer  will  also  
imitate  the  voice.  Sinigaglia  and  Rizzolatti  have  shown  that  this  phenomenon  is  not  just  instinct  but  
a  natural  neurological  response  our  brains  are  programmed  to  perform.  
  
	  	   	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
84  ‘Associational  cortical  area  in  the  middle  frontal  gyrus  and  anterior  part  of  the  inferior  frontal  gyrus;  this  
area  participates  in  prefrontal  cortical  networks  that  govern  executive  functions’.  From:  
http://www.sylvius.com/index/b/brodmann_s_area_46.html,  (accessed  March  10,  2012).  
85Sinigaglia,  Mirrors  in  the  Brain.  146.    
86  Ibid.  150.  
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FIGURE	  1.	  ORIGINAL	  BRODMANN	  MAP	  –	  COLORIZED	  (LEFT),	  AND	  THE	  OUT	  LINES	  WITH	  FUNCTIONAL	  ATTRIBUTION	  
(RIGHT)	  FROM	  BRAININFO.RPRC.WASHINGTON.EDU87	  
  
 
 
  
  
This   scientific   evidence   is   also   interesting   because   it   shows   that   our   brains   respond   in   a   similar  
manner  when  observing  an  activity,  when  thinking  about  the  activity,  and  when  preparing  to  repeat  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
87Mark  Dubin,  ‘Original  Brodmann  map’  and  ‘The  outline  of  functional  attribution’  .The  University  of  Colorado.  
“http://braininfo.rprc.washington.edu/indexothersite.aspx?ID=2105&type=a&term=area  46  of  
Brodmann&thterm=46_in_top_view&city=Boulder,  CO&country=USA&institue=University  of  
Colorado&namesite=Professor  Mark  
Dubin&URL=http://spot.colorado.edu/~dubin/talks/brodmann/brodmann.html&questID=2105”.accessed  
May  2,  2012.  
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the  activity.  Accordingly,  it  can  be  argued  that  in  the  trumpet  aria,  the  singer’s  mirror  neuron  circuit  
will   activate   when   hearing   the   trumpet   play,   when   thinking   about   singing   the   same   melodic  
figurations,  and  in  the  pause  immediately  preceding  singing.  Theoretically  this  can  result  in  a  vocal  
sound   with   more   trumpet-­‐‑like   character.   Rizzolatti   unfortunately   does      not   explain   how   this  
phenomenon   would   work   in   relation   to   the   auditory   senses,   instead   focusing   on   sight,   however  
presumably  these  findings  would  also  apply  to  hearing  as  he  does  state  that  observation  using  any  
of  our  senses  would  provide  access  to  the  mirror  neurons  in  our  brain.  This  is  very  important  new  
research   because   it   may   help   us   to   understand   the   processes   through   which   musicians   learn,  
including,  in  this  instance,  the  performance  practice  of  singers  in  trumpet  arias.  If  we  consider  that  
the   Mirror   Neuron   system   develops   and   strengthens   with   practice,   as   seems   to   be   implied   by  
Rizzolatti’s  study,  then  we  can  reason  that  a  well  finished  singer  who  learnt  his  craft  largely  by  ear  
would  have  had  a  very  strong  system  in  place  for  mirroring  the  template  on  offer.  
Further   to   Rizzolatti’s   study,   major   music   theorists   and   pedagogues   also   argue   that   singer   and  
instrumentalist  should  each  be  receptive  and  responsive  to  the  other’s  playing.  For  example  Quantz,  
in  his  chapter  on  good  playing  and  singing  in  general,  writes  that  ‘each  instrumentalist  must  strive  
to  execute  that  which  is  cantabile  as  a  good  singer  executes  it.  The  singer,  on  the  other  hand,  must  
try  in  lively  pieces  to  achieve  the  fire  of  good  instrumentalists,  as  much  as  the  voice  is  capable  of  it.’88  
In   accordance  with   this,   it   can   be   reasoned   that   in   trumpet   arias   good   singers  who   are   receptive  
musicians  (see  quotes  earlier  by  Tosi,  and  Quantz)  were  more  likely  to  imitate  the  instrument  than  
not,  as  they  would  tend  to  match  the  typical  lively  affect  of  the  trumpet  idiom.  Carl  Philipp  Emanuel  
Bach   in  his  Bach,  Essay  on  the  True  Art  of  Playing  Keyboard  Instruments   similarly  writes   that   in   ‘imitations  
leader   and   follower   must   stand   in   close   rapport   and   be   familiar   with   each   other’s   powers   and  
inventiveness.  Otherwise  much  can  be  spoiled  in  performance’89.  In  such  instances  it  is  not  important  
who  goes  first,  or  who  provides  the  repeating  figure,  but  rather  that  that  the  ‘close  rapport’  between  
the  two  performers  is  maintained.  Extrapolating  from  CPE  Bach’s  idea,  it  is  possible  to  hypothesise,  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
88Quantz,  On  Playing  the  Flute.  127.  
89  Bach,  Essay  on  the  True  Art  of  Playing  Keyboard  Instruments.  404.  
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given   that   in   a   trumpet   aria   the   trumpet  will   almost   always   play   the  melody   first   in   the   opening  
ritornello,  the  following  imitation  from  the  singer  plausibly  ‘must  be  patterned  as  closely  as  possible  
after   the   leading   part’90.      Of   course   Bach   was   writing   general   principles   primarily   directed   to  
harpsichordists,  but   it  may  be  argued   that   this   is  a  skill   required  not  only  of  good  harpsichordists  
but  of  all  good  musicians.  This  being  the  case,  if  it  is  important  that  the  performers  match  on  pitch,  
rhythm,  phrasing,  ornamentation,  articulation,  dynamics  and  affect,  would  it  not  also  be  important  
to   imitate   timbre?   Tosi   advises   without   prejudice   that   ‘the   young   beginner   in   the   art   of   singing  
should  try  as  often  as  possible   to   listen  to   the  most   famous  singers  and  the  best   instrumentalists’91  
and   that   ‘thereafter,   he   should   try   to   imitate   first   one   and   then   the   other’92.   Tosi   does   however  
caution  that  this  is  intended  for  the  student  and  warns  the  mature  singer.  This  suggests  that  he  has  
known  singers  previously  distort  their  technique  to  the  detriment  of  their  voice.  It  is  noted  that  there  
is   a   difference   between   vocal   flexibility   to   alter   timbre,   and   distortion   of   vocal   technique.   Also  
stylistic  characterisation  of  the  singing  should  be  utilised  in  modern  revival  of  this  music.  Therefore  
the   mature   singer   should   be   careful   when   consciously   imitating   the   trumpet   if   not   guided   by   a  
professional  singing  coach  who  is  both  learned  in  coaching  the  voice  and  in  the  stylistic  inventions  
of  the  ‘trumpet  aria’.  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
90  Ibid.  
91Tosi,  Introduction  to  the  art  of  singing,  184.  
92  Ibid.  
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CHAPTER	  2:	  ANALYSIS  
The   trumpet  aria  can  be  defined  as  an  aria   in  which  at   least  one  obbligato   trumpet  and  one  voice  
respond   in   imitation,   and   or   contrast,   to   one   another,   or   a   song   in   which   trumpet   ritornelli   are  
implied.   The   natural   trumpet,   due   to   its   limited   note   selection,   provided   composers   with   some  
unique  melodic  gestures,  which  are  fairly  simple  to  identify.  These  encompass  the  natural  harmonic  
series,  in  particular  the  ambiguous  eleventh  harmonic  (which  is  neither  the  fourth  degree  of  the  scale  
nor   the   raised   fourth   as   it   sits  midway  between),   the   thirteenth  harmonic   (which   is   similar   to   the  
eleventh)  and  the  14th  harmonic,  which  is  the  flattened  seventh  of  the  scale).  Secondly,  regular  leaps  
within   the   C   or   D  Major   broken   chord   are   likely   examples   of   trumpet   idiom.   A   third   and  most  
distinctive  example  is  the  use  of  both  leaping  writing  particularly  in  the  low  octave  and  neighbour  
tone  writing.  The  former  pertains  to  the  principale  style  of  playing  whilst  the  latter  pertains  to  clarino    
style  of  playing  both  of  which  are  described  in  detail  shortly.  Displays  of  both  types  of  writing  are  
particularly   explicit   references   to   trumpet   ritornelli.   Dotted   quaver   semiquaver   patterns   are   also  
often  associated  with  imitation  of  the  trumpet  however  they  are  not  heavily  featured  in  this  thesis.  
The  primary  goal  of  this  study  is  to  show  how  dense  exposure  to  the  intrinsic  sound  of  the  trumpet,  
the  melodic   shapes   composed   for   the   instrument’s   natural   harmonic   series,   and   the  noble,   joyous  
and   militant   associations   of   the   field   trumpet   style   of   playing   influenced   singers’   performance  
practice  during  the  early  eighteenth  century.    
  
METHOD  
By  beginning  and  ending  with   idiomatic   trumpet  ritornelli  often   featuring   fanfare-­‐‑like  motifs,   the  
‘trumpet  aria’  allowed  not  only   for   the   trumpeter   to   imitate   the  voice   through  high  and  virtuosic  
playing   in   the   clarino   register,   it   also   invited   the   singer   to   imitate   the   clear,   brassy   timbre   so  
characteristic   of   the   trumpet   in   its   principale   register.   In   this   thesis,   analytical   evidence  will   help  
answer   practical   questions   regarding   the  musical   relationship  with   relevance   to   the   effect   of   the  
singer   imitating   the   trumpet,   the   influence   the   musicians   and   instrument   may   have   had   on   the  
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composition  process,  and  how  imitating  the  singer  may  have  influenced  the  trumpet  playing.  The  
results  will  aid  in  informing  modern  performances  as  this  material  is  revived  and  reinterpreted.    
  
Firstly,   this   chapter   contains   score  analysis  of   trumpet  arias,   secondly;  aural  demonstrations  of   six  
recordings   provide   evidence   in   audio   form   and  will   supplement   the   score   examples.   In   addition,  
evidence  will  be  drawn  from  historical  accounts  and  treatises.    
The   initial   survey   showed  with   regard   to   the   relationship  between  voice   and   trumpet  parts,   that  
there  are  five  main  types  of  trumpet  aria.  
1. Arias  in  which  the  voice  imitates  the  trumpet:  Imitating  the  Principale  character.  
2. Arias  in  which  the  trumpet  imitates  the  voice:  Imitating  the  Clarino  character.  
3. Arias  in  which  the  parts  are  independent.  
4. Arias  in  which  have  a  mixture  of  these  features.  
5. Arias  which  are  without  a  trumpet,  but  which  still  clearly  reference  the  trumpet  idiom  in      
  their  ritornelli:  Trumpet  like  gesture  in  other  instruments/voice.  
  
IMITATING  THE  PRINCIPALE  CHARACTER
Altenburg  writes  that  there  are  essentially  two  types  of  trumpeter,  and  two  quite  distinct  styles  of  
performance  practice:  ‘they  are  called  field  piece  (playing  wherein  Principale  playing  is  included)  
and   Clarino   playing’93.   The   most   obvious   difference   between   the   principale   and   clarino   style   is  
character.  Principale  style  is  recognisable  by  the  noble  bouncy  bell  like  shape  of  the  sound  decay  
and  the  strong  clear  articulation  with  which  the  music  is  played.  Furthermore  Altenburg  is  clear  
with  regard  to  style  and  articulation  of  principale  playing,  that   ‘ascending  and  leaping  passages,  
or   broken   chord-­‐‑like   sections   and   triplets   with   skips   can   be   tongued   shortly’ 94   and   he  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
93Altenburg,  Trumpeters'ʹ  and  Kettledrummers'ʹ  Art  (1795),  24.  
94Ibid.  97.  
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recommends   using   the   articulations   ‘tiri’   to   accentuate   the   inégale95.   On   the   other   hand   music  
played  clarino   in  style   is  recognizable  by  the  smooth  neighbour  tone  movement  and  generally  a  
lyrical   smooth   shape   to   the  melody.   To   play   clarino   in   style   means   to   play   with   delicate,   soft  
inégale  articulation  and  a  smooth  steady  singing  line  in  the  melody.  It  is  possible  to  incorporate  
inégale  into  both  principale  and  clarino  style  so  the  differentiation  is  relevant  to  the  strength  of  the  
attack,   the  body  and  the   tail  of   the  note.  Principale   inégale  will  only  occur  on  a  repeated  note  or  
leap,  and  is  essentially  an  imitation  of  drumming  of  the  left  and  right  hand.96  
  In   this   thesis   it   is   thus   to   be   understood   that   the   terms   principale   and   clarino   refer   only   to  
contrasting  stylistic  approaches  to  performance,  specifically  with  relation  to  the  articulation.  It  is  
confusing   that   many   scholars   have   previously   defined   the   two   terms   according   to   register;  
principale  as  low  and  clarino  as  high.97  This  is  seemingly  because  the  low  register  of  a  trumpet  is  
incapable  of  producing  clarino  melodies  due  to  a  lack  of  adjacent  notes,  and  the  upper  register  is  
essentially   a   diatonic   scale.   However   it   is   possible   to   play   with   principale   style   in   the   upper  
register   and   therefore   the   previous   definition   leads   only   to   confusion   on   the   subject.   Range  
should  be  irrelevant  in  the  defining  process  relating  to  these  terms.    
‘Or   la   tromba’   from  Handel’s  Rinaldo   is   a   demanding   trumpet   aria   and   an   unusual   example   of  
Handel’s  writing.  The  aria  contains  a  solo  trumpet  section–which  is  common,  a  bicinium  section  -­‐‑  
less  common,  and  what  might  be  considered  to  be  a  field  section,  for  four  trumpets  –  something  
quite  rare  and  special.  It  could  be  argued  this  is  a  quatricinium  as  it  is  clearly  a  concert  situation  
and   therefore   surely   played   by   four   concert   trumpeters.   Presumably   the   trumpeters   were   all  
concert  standard  and  may  have  been  known  as  clarino  specialists,  however  stylistically  speaking  
due  to  the  fact  that  the  third  and  fourth  trumpets  do  not  play  anything  other  than  principale  parts,  
a   texture   which   does   not   follow   Altenburg’s   definition   of   a   quatricinium   being   four   clarino  
trumpeters,  it  can  be  argued  that  this  a  reference  to  ‘field’  music  found  in  the  military,  rather  than  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
95Ibid.  
96	  Inégale:  drumming  of  left  and  right  hand  in  imitation  of  a  kettle  drum.	  
97Tarr,  The  Art  of  Baroque  Trumpet  Playing.  
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a  quatricinium,  which  requires  four  trumpeters  playing  clarino  in  style  as  defined  by  Altenburg98.  
In  fact,  Handel  hardly  extends  into  the  upper  register  at  all,  and  when  he  does,  it  is  only  for  brief  
moments   in   the   first   and   second   trumpet   parts.   This   is   significant,   remembering   that   Quantz  
suggested   that   there  be   close   rapport  between  singer  and   instrumentalist,   since   in   this   instance  
the  trumpet  will  play  in  its  own  principale  style  as  a  rule  (see  red  highlight  figure  2)  and  therefore  
the  onus  will  be  upon  the  singer  to  match  the  fire  of  the  instrument.    
Figure  2  also  shows  how  the  high  register  can  be  either  clarino,  which  is  intrinsically  a  vocal  style  
(see  green  highlight),  or  principale,  which   is   intrinsically   trumpet-­‐‑like   (see  blue  highlight).In   the  
low   register   parts,   Tromba   III   and   Tromba   IV,   the   leaping   broken   chord   figures   and   repeated  
notes  dictate  that  the  trumpet  will  always  play  principale  in  style.  The  melody  written  for  Nicolini  
at   times   clearly   reflects   the   natural   harmonic   series   and   is   often  made   up   of   typical   principale  
trumpet-­‐‑like  motives  in  the  low  register.    	   	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
98Altenburg.  95.  
	  	   	  
	  
23	  
FIGURE	  2.	  “OR	  LA	  TROMBA”,	  FROM	  RINALDO	  (1711),	  BY	  HANDEL	  FOR	  IL	  CAVALIERE	  NICOLINI.	  BARS	  1-­‐399  
  
Or  la  tromba  is  preceded  by  a  March  written  for  four  trumpets  and  timpani,  in  addition  to  strings  
and  continuo.  This  point,  scene  IX,   it   is   the  climax  and  only  an   instrumental  battaglia   scene  and  
final  chorus  follows  the  aria  before  the  end  of  the  opera.  Having  a  trumpet  aria  at  or  approaching  
the  climax  of  the  opera  was  often  the  case.  The  survey  of  a  wide  catalogue  of  arias  shows  trumpet  
arias  seem  to  appear  at  consistent  times  within  the  opera.  There  appear  to  be  two  main  structural  
scenarios   which   are   commonplace:   The   first   is   where   the   trumpet   is   involved   in   the   opening  
sinfonia,  in  an  aria  or  in  sinfonias  midway  through,  and  often  in  the  finale  such  as  in  Scarlatti’s  
Eraclea   1700,   and   Marco   Attilio   Regolo   1719;   the   second   is   where   the   trumpet   is   used   as   a  
particularly  special  effect.  In  Rinaldo,  the  latter  is  the  case.  Handel  shows  his  mastery  by  changing  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
99George  Handel,  Rinaldo  1711  (London,  New  York:  Bärenreiter,  1993),  178.  
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the  musical  texture  dramatically  just  before  the  end  when  he  bestows  a  musical  fireworks  display  
upon  the  audience  as  the  opera  comes  to  its  climax.  Figure  3  divides  a  section  clearly  to  show  the  
principale  style  of  playing  across  trumpets  timpani  and  strings  in  bars  39-­‐‑40  circled  in  Blue,  while  
clarino  examples  are  circled  in  green.  Remember  also  that  the  drums  were  hit  with  hard  mallets  
and  the  piercing  clarity  of  attack  would  have  dominated  the  texture  in  this  example.  Notice  also  
that   the   range   does   not   govern   the   style   as   is   suggested   by   current   accepted   definitions   of  
principale  and  clarino  playing.  
FIGURE	  3.	  “OR	  LA	  TROMBA”,	  FROM	  RINALDO	  (1711),	  BY	  HANDEL	  FOR	  IL	  CAVALIERE	  NICOLINI.	  BARS	  39-­‐42100  
	  
  
  
  
  
  
  
  
  
  
Throughout  the  aria  the  vocal  and  instrumental  parts  reference  these  trumpet  signals;  following  
Quantz,  the  musicians  need  to  then  consider  the  character  of  the  trumpet.  Following  Altenburg,101  
the  trumpeters  would  presumably  have  played  with  detached  buoyant  ‘field’  articulation.  Even  if  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
100Ibid.  183.  
101Altenburg,  Trumpeters'ʹ  and  Kettledrummers'ʹ  Art  (1795),  96.  
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the  performers  were   ignorant  of  Quantz  or  Tosi,  Rizzolatti’s102  study   suggests   that   the   singer   is  
likely   in   any   case   to   have   imitated   this   style   in   these   opening   motives   because   of   the   way  
Brodmanns   area   46   functions103.   In   fact,   according   to   Mancini,104  the   singer   may   consciously  
colour   the   words   as   an   orator   would,   hence   words   such   as   trumpet,   glory,   and   war   may  
deliberately  reflect   the  Field  trumpet  character.  Following  Quantz  the  singer  would  consciously  
respond   as   a   sensitive   musician   to   the   sound   of   the   obbligato   instrument   by   matching   its  
character.   And   based   on   Rizzolatti’s   research,   we   might   hypothesise   that   the   singer   will  
unconsciously  mirror   the   tonal  and  articulatory  characteristics  of   the   trumpet   through  repeated  
exposure   to   it   throughout   the   piece.   In   this   way   the   singer   finds   musical   cohesion   with   the  
trumpeter  and  meaningfully  convey  the  affect  of  the  text.    Figure  4  shows  the  voice  and  trumpet  
in  direct   imitative   call   and   response   figurations.  The   singer   actually  provides   the   first   iteration  
here  and  so  it   is   important  that  he  or  she  is  educated  in  trumpet  articulatory  style,  as  it   is  quite  
clearly  has  idiomatic  trumpet  figuration.  In  this  instance  the  singer  should  deliberately  orate,  as  
Mancini  suggested,  ‘according  to  the  diverse  passions  which  he  intends  to  arouse  in  the  listeners’,  
in  order   to  express   the   trumpet-­‐‑like  quality  of   this   idiomatic   trumpet   figuration105.  The   fanfares  
are  a  perfect  example  of  the  singer  imitating  both  principale  and  clarino  styles  of  trumpeting  –  the  
latter  of  which   is   inherently   the   trumpeter’s   imitation  of  vocal   traditions.   Interestingly  we  now  
have   three   levels   of   imitation.   Firstly,   the   singer   copies   the   trumpet.   Secondly,   the   singer  
deliberately   characterises   how   he   or   she   imagines   the   trumpet   to   sound,   and   thirdly,   singer  
copies  the  trumpet  while  the  trumpeter  is  himself  copying  the  voice  and  so  we  have  a  rebounding  
effect.	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
102Sinigaglia,  Mirrors  in  the  Brain.  
103Ibid.  
104  Mancini,  65.  
105    Ibid.  65.  
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FIGURE	  4.	  “OR	  LA	  TROMBA”,	  FROM	  RINALDO	  (1711),	  BY	  HANDEL	  FOR	  IL	  CAVALIERE	  NICOLINI.BARS	  24-­‐27106	  
  
  
  
  
  
  
  
  
  
                                         
Each   vocal   phrase   begins   with   trumpet-­‐‑like   figuration   almost   as   if   Handel   were   deliberately  
asking  Nicolini  to  sound  like  a  trumpet  and  perhaps  continue  that  trumpet  like-­‐‑character  into  the  
virtuosic  passage  (see  arrow).  A  trumpeter  playing  the  signals  featured  in  this  excerpt,  with  leaps  
between  dominant  and  tonic,  and  across  the  D  Major  broken  chord,  would  use  a  strong,  weighted  
principale  character  with  brazen  vigour  and  bounce.  Given  this  aria  has  not  one  but  four  trumpets  
playing  at  times  in  a  distinctive  Field  style  of  trumpeting,  it  seems  likely  to  have  been  the  natural  
response   for  Nicolini   to   adopt   the   field   characteristic   of   the   trumpet.   Conversely,   of   course,   it  
could  be  argued  that  he  may  have  deliberately  attempted  to  contrast  his  tone  against  the  trumpet  
sound;   however   this   seems   very   unlikely   considering   the   distinctively   trumpet-­‐‑like   melodic  
figures   composed   for   him.   This   type   of   imitative   figuration   is   consistent   throughout   the   vast  
majority   of   trumpet   arias   and   here   it   plays   a   very   important   role   in   highlighting   and  
characterising   the   text   ‘Or   la   tromba,   in   suon   festante,  mi   richiama   a   trionfar’,   which   refers   to   a  
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glorious   triumph   in  both  war   and   love.  This   is   an  old   literary  device  going  back   centuries:   the  
idea  of  love  being  a  war,  or  battle  to  be  won.  
Or  la  tromba  in  suon  festante  
Mi  richiama  a  trionfar  
Qual  guerriero  e  qual  amante  
Gloria  e  amore  mi  vuol  bear  
Now  the  trumpet  with  festive  sound  
Calls  me  to  triumph  
As  a  warrior  and  as  a  lover  
It  calls  me  to  rejoice  in  glory  and  love  
Detailed  review  of  the  score  suggests  again  that  the  call  and  response  figures  in  bars  24-­‐‑27  (refer  
back  to  figure  4)  may  have  led  Nicolini  to  adopt  the  character  of  a  trumpet  in  this  aria,  as  this  is  
clearly  trumpet-­‐‑like  writing  for  the  voice.  It  could  almost  be  sung  in  a  rousing  militant  style  where  
the  singer  makes  a  point  of   the  call   to  arms.  However  the  score  also  asks  the  trumpeter  to  play  
with  a  florid  vocal  clarino  style  in  bars  28-­‐‑30  (Blue  highlight  figure  4  and  figure  5).This  constant  
duelling  reversal  of  roles  forebodes  the  impending  battle  scene.  
FIGURE	  5:	  “OR	  LA	  TROMBA”,	  FROM	  RINALDO	  (1711),	  BY	  HANDEL	  FOR	  IL	  CAVALIERE	  NICOLINI.	  BARS	  28-­‐33.	   107  
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The   ascending   ‘call   and   response’  perfect   fourths   and   arpeggiation   in   bars   34-­‐‑35   again   suggest  
that  Nicolini  may   have   deliberately   set   out   to   imitate   the   trumpet   in   this   aria.   As   this   is   once  
again   clearly   trumpet-­‐‑like   writing   for   the   voice.   The   perfect   fourth   was   regularly   featured   in  
alarms  and  referencing  a  military  signal  played  by  trumpets  in  the  military.  Repeated  use  of  the  
perfect  fourth  in  the  vocal  part  may  have  been  considered  a  confident  mockery  of  the  opponent.  
Here  the  trumpet’s  melodic  style  includes  intervals  into  the  lower  part  of  the  harmonic  series.  In  
this  case  intervals  of  a  major  triad  have  the  following  relations  in  the  harmonic  series:  major  third  
=  harmonics  4  &  5;   the  minor   third=harmonics  5  &  6  and   the  perfect   fourth  =  harmonics  6  &  8.    
The  perfect  fourth  is  perhaps  the  most  characteristic  trumpeting  gesture.  Once  again  we  can  see  
that   the   vocal   part   follows   the   trumpet’s   natural   harmonic   series.   This   is   a   common   feature   of  
music  of  this  period,  for  the  harmonic  series  occurring  in  an  overblown  piece  of  metal  or  wood  or  
horn,   Burkhart   wrote,   influenced   music   of   all   media108.   Particularly   this   aria   is   a   trade-­‐‑mark  
example  of   the  perfect   fourth  vocalisation  of   the   trumpeting  gesture.   In   fact,   the  perfect   fourth  
ascending  alarm  gesture  occurs  seven  times  in  figure  6  and  twice  inverted.  Alternation  between  
principale  and  clarino  figures,  for  both  voice  and  trumpet,  is  a  consistent  compositional  device  in  
‘Or  la  tromba’.  Handel  continues  this  ebb  and  flow,  changing  leader  and  follower  throughout  the  
A  section.  The  trumpet  and  voice  are  of  equal  importance  to  the  music  and  whether  Nicolini  was  
consciously  aware  of  it  or  not,  Rizzolatti’s  study  suggests  that  the  trumpet  was  at  times  leading  
him   to   imitate   its   sound.   The   aria   is  written   in   such   a  way   that   the   voice   and   the   trumpet   are  
entwined.  Assuming  that  Nicolini  and  the  trumpeters  were  receptive  to  the  surrounding  music,  it  
may   even   have   been   that   expressive   techniques,   including   timbre,   phrasing,   and   articulation  
reached  a  point  of  equilibrium.  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
108Burkart,  "ʺThe  Trumpet  in  the  Seventeenth  Century:  With  Emphasis  on  Its  Treatment  in  the  Works  of  Henry  
Purcell  and  a  Biography  of  the  Shore  Family  of  Trumpeters.  24.  
	  	   	  
	  
29	  
	  FIGURE	  6	  	  “OR	  LA	  TROMBA”,	  FROM	  RINALDO	  (1711),	  BY	  HANDEL	  FOR	  IL	  CAVALIERE	  NICOLINI.	  PRINCIPALE	  IN	  VOCAL	  
PART	  BARS	  32-­‐35	  109	  
  
  
  
  
  
  
  
  
  
  
  
The  melody  in  the  B  section  is  florid,  and  the  key  changes  to  the  relative  minor,  suggesting  that  a  
change  of  affect   is   indicated,  however   the  text  continues   to  express  a  very  similar  meaning  and  
perhaps   this   could   be   considered   a   development.   The   new   text   translates   as   a  warrior   and   as   a  
lover;  it  (the  trumpet)  calls  me  to  rejoice  in  glory  and  love.  The  trumpet,  along  with  all  strings,  winds,  
and  timpani  are  removed  from  the  orchestration,  leaving  only  voice  and  continuo  in  what  seems  
to  be  a  more  introspective  atmosphere.  This  should  be  reflected  by  the  singer  as  there  is  clearly  a  
new  flowing  feel  to  the  melody,  and  much  more  room  for  expression.  The  removal  of  field  brass  
and  timpani  can  now  allow  for  more  rhythmic  freedom  within  the  tactus110.    
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109Handel,  Rinaldo  1711,  182.  
110Tactus:  tempo,  pulse.  
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From  the  earliest  examples  of  Venetian  trumpet  arias  traditional  topics  deriving  from  epic  
poetry  were  warfare,  warriors  and  victory.  Trumpeters  had  been  employed  as  soldiers  to  
play  signals   to   the   troops   for   centuries  before111  and  so   the  use  of   trumpets   in  art  music  
often   referenced   old   signals.   Indeed,   these   references   appear   as   ambiguities   in   romance  
epic   texts,   a   specific   genre   widespread   in   Italian   literature   since   the   XV   century112.   For  
instance,  Orlando  Furioso  by  Ludovico  Ariosto  refers  to  the  employment  of  trumpets  and  
horns  in  warfare,  an  image  which  then  became  commonplace  within  the  genre113.    
Trombe,  trombe  d’Ausonia  
Bellici  cantici  più  non  sonate  
Sol  de  la  gloria,  à  la  vittoria  
E  chi  formate  
Trombe,  trombe  d’Ausonia  
Bellici  cantici  più  non  sonate  
  
Trumpets,  trumpets  of  Ausonia  
Do  not  play  war  songs  any  more,  
Only  those  of  glory  at  the  victory  
And  he  who  created  it  
Trumpets,  trumpets  of  Ausonia  
Do  not  play  war  songs  any  more.  
  
The  reference  in  Ziani’s  Trombe  d’Ausonia,   ‘Bellici  cantici  più  non  sonate’   is  a  particularly  
interesting  ambiguity  within  the  text  as  the  phrase  refers  specifically  to  trumpets  playing  
songs  or   rather   in   this  case  no   longer  playing  songs  or   literally  canticles  or  hymns.  This  
supports   widely   accepted   claims   made   in   earlier   studies   that   instrumentalists   should  
imitate   singers   in   settings   of   the   trumpet   aria.  While   it   is   clearly   a   poetic   device   in   the  
libretto,   puns114  and  metaphors   of   this   kind,   feature   regularly   amongst   trumpet   arias.115  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
111Altenburg,  Trumpeters'ʹ  and  Kettledrummers'ʹ  Art  (1795),  Cassone,  The  Trumpet  Book,  Tarr,  The  Trumpet.  
112De  Caprio.  I  Testi  Della  Letteratura  Italiana,  vol.  1,  Dalle  Origini  Al  Quattrocento  (Milano:  Einaudi  Scuola,  
1993).  205.  
113Segre  &  Martignoni,  Testi  Nella  Storia.  La  Letteratura  Italiana  Dalle  Origini  Al  Novecento  (Bruno  
Mondadori:  Edizione  Scholastiche,  1991).233,  Lodovico  Ariosto,  Orlando  Furioso,  trans.  Guido  Waldman  
(Oxford:  Oxford  University  Press,  1983).  
114	  Puns  did  not  just  exist  in  the  Italian  librettos;  Purcell  would  often  play  on  words  in  his  trumpet  
arias.   Sound   the   trumpet   for   example,   a   duet   for   two   countertenors,   allows   the   singers   to  
respond   to   one   another   with   principale   imitative   figures.   In   particular   the   Shore   family  
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Rosand  writes   that   often   the   ‘war  was   just   as   likely  metaphorical   as   actual,   amorous   as  
military’116  while  Mancini   keeps   to   the   literal   historical   context   explaining  we   find   that  
virtuosi  ‘truly  do  not  pass  their  days  in  idleness  but  are  busy  with  some  reading,  reading  
the  origins  of  nations,   the  changes   the  revolutions  of  emperors,   the  wars,   the   truces,   the  
following  peaces,   and   such   things’117.   It   therefore  may   have   been   the   case   that   virtuoso  
singers   understood   the   association   between   epic   war   poems   as   a   key   element   of   the  
trumpet  aria,  and  that  the  brazen  rich  war-­‐‑like  quality  of  the  trumpet  was  often  used  as  a  
characteristic  feature  in  expressing  battle  and  victory  scenes.  A  survey  of  Venetian  operas  
showed   in   agreement   with   Rosand,   that   reference   to   war,   ‘especially   [plots]   based   on  
history’   were   cited   regularly   in   setting   the   trumpet   aria.   These   texts   are   likely   to   have  
originated   in   epic   war   poetry   and   were   often   used   as   a   basis   for   opera   libretti118.   The  
reference  to  war  in  these  operas  is  accepted  as  the  initial  catalyst  for  bringing  the  trumpet  
into   the   opera   if   only   as   a   special   effect   to   begin,   but   from   there   it   quickly   became   a  
feature119.   The   following   two   examples   from   Venice   are   typical   examples   of   text   for   a  
trumpet  aria.  Vien  con  nuova  orribil  Guerra,  from  Albinoni’s  La  Statira  and  secondly,  Alla  
tromba  della  Fama  an  aria  composed  by  Baldasarre  Galuppi  (1706-­‐‑1785).  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
trumpeters   are   referenced   with   the   text   ‘sound   the   trumpet   till   around,   the   listening   shores  
rebound’.	  
115Burkart,  "ʺThe  Trumpet  in  the  Seventeenth  Century:  With  Emphasis  on  Its  Treatment  in  the  Works  of  Henry  
Purcell  and  a  Biography  of  the  Shore  Family  of  Trumpeters.  
116  Rosand,  330.  
117  Mancini,  Practical  Reflections  on  Figured  Singing,  66.  
118  Rosand,  Opera  in  Seventeenth  Century  Venice,  330.    
119  Rosand,  Opera  in  Seventeenth  Century  Venice  .  330.  
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TEXT	  FOR	  VIEN	  CON	  NUOVA	  ORRIBIL	  GUERRA:	  CD	  TRACK	  1	  
TEXT	  FOR	  ALLA	  TROMBA	  DELLA	  FAMA	  TRACK	  2.	  	  	  	  	  
  
The  serious  nature  of  the  trumpet  aria  was  quickly  balanced  with  comic  relief.  Amanti  voi  
ch’andate,   from   the   pasticcio   Ambleto   1712,   is   a   song   referencing   trumpet   ritornelli  
however  without  the  use  of  an  actual  trumpet  it  shows  the  lighter  side  of  the  trumpet  aria.  
Vien  con  nuova  orribil  guerra  
L’empio  fato  meco  irato  ad  insultarmi  egli    
dà  più  forza  ed  armi  la  costanza  del  mio  ben  
Questa  sol  mi  dàspavento  e  abbatte  e    
atterra  quel  valore  ch’ho  nel  sen  
With  new  horrible  war  
Wicked  fate,  angry  at  me,  comes  to  insult  me  and  gives    
more  strength  and  arms  to  the  constancy  of  my  love  
Only  this  (love)  gives  me  fear,  knocks  me  down  and    
demolishes  the  valour  I  have  within  me  
  
     
Alla  tromba  della  Fama    
darà  fiato  il  tuo  valore  
de  trofei  del  tuo  gran  core    
a  gl'ʹeroi  ragionerà,  
Ma  in  contar  che  doni  un  regno    
servirà  si  varo  impegno    
all'ʹinvidia  d'ʹogni  età.  
To  the  trumpet  of  Fame    
Your  valour  will  give  breath    
about  the  trophies  of  your  great  heart    
It  will  recount  to  heroes    
But  even  considering  that  it  could  grant  you  a  kingdom,  
it  will  (also)  serve  as  true  reason    
of  Jealousy  forever  more  
  
Amanti  voi  ch’andate  
spesso  cangiando  amor  
del  primo  non  trovate  
dardo  più  dolce  al  cor  
Talor  quel  no  tormento    
Che  dentro  al  petto  io  sento  
infidi  amanti  dite  lo  sentite  
You  lovers  who  go  around  
often  changing  lovers  
you  will  not  find  an  arrow  [which  is]  sweeter    
to  the  heart  than  your  first  love.  
Do  you  sometimes  feel  the  same  pain  
I  feel  in  my  breast  
say,  unfaithful  lovers,  do  you  still  feel  it  
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It  is  telling  that  this  aria  is  not  actually  written  for  trumpet,  especially  when  there  are  two  other  
trumpet   arias   as   well   as   the   final   grand   chorus   within   the   very   same   opera   all   featuring   the  
instrument.  Omission  of  the  trumpet  from  this  aria,  even  though  the  melodic  figuration  is  clearly  
from  the  trumpet  idiom,  highlights  the  comic  intent.  Analysis  of  the  text  can  show  Cupid’s  arrow  
represents  the  tormenting  pain  and  pleasure  of  love.  The  libretto  in  this  instance  may  be  read  as  
alluding  to  a  cheeky  subtext  in  which  the  librettist  is  making  light  of  Nicolini.  Castrati  had  many  
admirers  and   therefore  Nicolini  may  have  had  an  affinity  with   the   text.   It   can  be  hypothesised  
that  the  choice  to  write  this  trumpet  aria  for  Nicolini,  with  a  trumpet-­‐‑like  melody,  yet  without  a  
trumpet   shows  how   the  aria  manifests  a   cruel,  but   tongue   in  cheek  metaphor   representative  of  
the   castrato’s   ultimate   sacrifice.   Other   satires   on   castrati   which   use   similar   metaphors   are  
commented  on  by  Barbier   specifically:  Contrasto  Musico   1630,   by  Grazioso  Uberti   of  Cesana,  La  
Musica  1640  by  Salvatore  Rosa,  and  L’Evirazione  (Emasculation)  1756  which  was  later  renamed  La  
musica   in   1783.120Further   comment   on   satirical   literature   can   be   found   in   Freitas’   chapter   ‘The  
sexuality  of  the  Castrato’121,  and  Heriot  in  his  chapter  ‘The  life  and  times  of  the  Castrato’122.  The  
comedic  aspect  of   this  aria  hints   that   the  popularity  of   the   trumpet  aria  was  at   the   time  widely  
accepted   as   normality,   and   that   adjustment   of   the   instrumentation  may   have   been   considered  
quite   shocking,   brutal   or   absurd.   Importantly,   this   aria   shows   categorically   that   the   idiomatic  
melodic  character  of  the  trumpet  influenced  the  style  of  music  without  actually  partaking  in  the  
presentation   from   the   time   of   Giasone   in   the   1640’s   right   through   at   least   to   1712.   Thus   the  
deliberate  imitation  of  the  trumpet  has  quite  a  strong  history  in  the  roots  of  opera  as  it  developed.  
  
  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
120  Barbier,  166-­‐‑173.  
121  Freitas,  101.  
122Heriot,  53.  
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NOTE  SELECTION  
The  trumpet  was  quite  restricted  in  its  ability  to  play  melodically,  particularly  in  the  low  register,  
and  composers  were  therefore  forced  to  adapt  their  composition  to  suit  the  instrument  if  it  was  to  
be   included.  Alessandro   Scarlatti,   a   prolific   composer   for   the  voice,   having   composed   seventy-­‐‑
nine   operas,   spent  most   of   his   career   in   Rome   and  Naples,   and  was   the   composer  who  wrote  
Nicolini’s   first   starring   roles123.   Although   apparently   not   composed   for   operas,   the   7   arie   con  
tromba   are   in  a   similar   style   to  Scarlatti’s  opera  arias  with   trumpet,  and  contain  several  notable  
features.  Si  suoni  la  tromba  contains  the  most  principale  trumpet-­‐‑like  writing  of  the  arias.  It  begins  
with   an   opening   second   inversion   triadic   fanfare   which   eventually   finds   itself   back   on   the  
dominant.   Scarlatti’s   reference   to   the  opening  of   the  prima  chiamata  di  Guerra   (the   first   signal  of  
war)  which  was  notated  by  Fantini  (Figure  7)  is  clear  by  both  the  text  and  basic  contour.  
FIGURE	  7.	  ‘PRIMA	  CHIAMATA	  DI	  GUERRA,’	  AS	  NOTATED	  IN	  MODO	  PER	  IMPARARE,	  	  G	  FANTINI124	  
  
FIGURE	  8.	  SI	  SUONI	  LA	  TROMBA	  BY	  SCARLATTI,	  FROM	  7	  ARIE	  CON	  TROMBA.	  OPENING	  TRUMPET	  MELODY.  125	  
  
  
	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
123Dean,  Winton.  "ʺNicolini  [Grimaldi,  Nicolo]."ʺ  In  Grove  Music  Online.  Oxford:  Oxford  Music  Online,  
accessed  22  October,  2010.  
  
124Peter  Downey  and  Edward  H.  Tarr.  ‘Chiamata’,  In  Grove  Music  Online.  
125Henry  Meredith,  ed.,  7  Arie  Con  Tromba  (Nashville:  The  Brass  Press,  1980),  18.  
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FIGURE	  8B.	  SI	  SUONI	  LA	  TROMBA	  BY	  SCARLATTI,	  FROM	  7	  ARIE	  CON	  TROMBA,	  FIRST	  VOCAL	  ENTRY	  AT	  BAR	  11.  126	  
  
Play   track   3   to   hear   how   the   vocal   line   follows   the   trumpet   in  Si   suoni   la   tromba  with   an   exact  
repeat  of  the  opening  motive.  Following  Altenburg’s  description  on  how  to  play  broken  chords,  it  
can  be  understood  that  the  principale  style  is  evident  even  in  the  upper  register.    
Si  suoni  la  tromba  
Miei  fidi  guerrieri     
In  campo  più  fieri    
Armati  Rimbomba,    
Rimbomba,  Rimbomba    
Si  suoni  la  tromba127     
Let  the  trumpet  sound    
My  faithful  warriors    
In  the  field  boldly    
armed,  resound,  
resound,resound  
Let  the  trumpet  sound  
In  particular,  the  use  of  the  word  rimbomba  stands  out.  It  is  an  onomatopoeic  word  resembling  the  
echoing  sound  of  the  trumpet.    Again  this  would  seem  to  indicate  that  the  singer  may  have  leant  
towards   singing  with   trumpet-­‐‑like   character   to   bring   out   the   affect   of   the   text.  Con  voce   festiva,  
track  4,  translates  as  ‘with  a  festive  voice’  which  suggests  a  joyous,  festive  trumpeting  character  
would   suit   the   performance   style.   The  words   actually   state   ‘risponda   la   tromba’,   calling   for   a  
response  perhaps  with   loaded  meaning.   Scarlatti  writes   for   the   trumpet   to   set   the  mood   in   the  
opening  phrase  and  the  voice  once  again  is  asked  to  repeat,  with  words,  the  same  melodic  line.  
The  flexibility  and  accuracy  required  with  these  flowing  triplet  quavers  is  unusual  for  a  trumpet  
part   but  displays   the  virtuosity   the   castrati   and   concert   trumpeters   achieved   in   this  potentially  
competitive  type  of  aria.  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
126Henry  Meredith,  ed.,  7  Arie  Con  Tromba  (Nashville:  The  Brass  Press,  1980),  18.  
127  Onomatopoeic  word  representing  trumpet  sound  Rim-­‐‑Bom-­‐‑Ba;  translated  commonly  as  ‘Boom’,  
reverberate  or  resound.  
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Con  Voce  festiva    
In  musici  modi    
L’esalti  lo  lodi     
Del  Tebro  la  riva  
  
E  l’onda  gioconda  
Con  eco  d’amore    
Risponda  la  tromba    
Gioisca  il  mio  core  
With  a  festive  voice  
In  a  musical  way  
Glorify  and  praise  it  
From  the  bank  of  the  Tiber  
  
And  the  joyful  wave    
With  an  echo  of  love  
the  trumpet  responds;  
my  heart  rejoices.  
  
The  trumpet  is  used  to  provide  the  first  version  of  the  melodic  theme  for  the  singer  to  copy,  and  
this   allows   for   the   bright   festive   character   of   the   instrument   to   set   the   mood.   As   already  
mentioned,  the  major  drawback  in  writing  for  the  trumpet  was  that  the  melodic  possibilities  were  
limited   to   the   natural   harmonic   series,   however   trumpet   arias   were   popular   and   composers  
everywhere   were   forced   to   adapt   themselves   to   accommodate   the   prevailing   taste.   One   can  
imagine  it  was  much  easier  for  a  composer  to  write  a  melody  which  works  on  trumpet  and  then  
have  the  voice  match  it,   than  to  write  a  vocal  melody  and  fit  the  trumpet  into  it   later.   It   is  clear  
this   is   the   case   in   both   ‘Con   voce   festiva’   and   ‘Vien   con   nuova   orribil   Guerra’   from  Albinoni’s   La  
Statira   (heard  on   track  1).  Both  examples  highlight   the  normal   structure   for  arias  written   in   the  
period   and   this   certainly   translates   consistently   into   trumpet   arias.   As   shown   in   figure   9   the  
trumpet  plays   in   the  key  of  C   the  opening  ritornello.  The  melody  of   the  voice  part   is   shown   in  
figure  9B  in  the  soprano  clef.  
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FIGURE	  9.	  “VIEN	  CON	  NUOVA	  ORRIBIL	  GUERRA”	  FROM	  ALBINONI’S	  LA	  STATIRA	  1726.,	  BARS	  1-­‐2128	  
  
FIGURE	  9B.	  FIRST	  VOCAL	  ENTRY	  “VIEN	  CON	  NUOVA	  ORRIBIL	  GUERRA”	  FROM	  ALBINONI’S	  LA	  STATIRA	  1726.	  BARS	  11-­‐12	  
  
A  second  example  of  the  same  imitative  concept  is  shown  in  figure  10.  The  trumpet  here  is  
written  in  C,  but  would  have  been  played  on  a  Trumpet  in  D,  thus  sounding  at  the  same  
pitch  as  the  vocal  part,  figure  10B,  in  D  Major  also  written  in  treble  clef.  Even  though  there  
is   twenty-­‐‑two   years   between   La   Statira   and   L’Olimpiade,   this   compositional   pattern  
remains  the  same,  indicating  just  how  ingrained  the  imitative  nature  of  this  genre  was.  Of  
course   this   compositional   structure   was   consistent   across   music   more   generally   and  
cannot   be   claimed   as   relevant   only   to   trumpet   arias.   The   reason   for   including   this   is   to  
point  out  how  clear  opportunities  for  direct  imitation  arose  rather  than  the  uniqueness  of  
the  structure.  
  
  
  
  
  
  
  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
128Tomaso  Albinoni,  'ʹVien  Con  Nuova  Orribil  Guerra'ʹ,La  Statira.  (Köln  :  Haas,  2008).  
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FIGURE	  10.	  FIRST	  BARS	  OF	  GALUPPI,	  ‘TIGRE	  CHE	  SDEGNO	  ED	  IRA’,	  FROM	  L’OLIMPIADE	  1748,	  THE	  TRUMPET	  PART.	  129	  
  
FIGURE	  10B.	  FIRST	  VOCAL	  ENTRY	  FROM	  GALUPPI’S,	  ‘TIGRE	  CHE	  SDEGNO	  ED	  IRA’,	  FROM	  L’OLIPIADE	  1748.	  130	  
  
A   consistent   compositional   device   of   the   ‘trumpet   aria’   is   found   in   the   distinctive   trumpeting  
melodic   gesture   and  was   often   chosen   by   the   composer   to   announce   the   beginning   of   an   aria.  
This  opening  gesture  often  referenced  nobility,  joy,  or  a  military  signal  for  example  and  was  often  
written  using  notes  which  sound  strong  on  the  trumpet.  It   is  very  likely  that  the  voice  part  was  
often   composed   to   fit  within   the   limitations   of   the   trumpet.      The   composer  would  deliberately  
utilise  the  character  of  the  notes  available  in  a  well  thought  out  strategy  to  aid  in  expressing  an  
affect   of   the   text.   Strength,   power   and   fury   for   instance   can   be   characterised   with   rising  
inversions  of  the  D  major  broken  chord.  In  contrast,  the  opening  motive  of  Rompe  sprezza  shown  
in  figure  11,  unusually  has  a  note  from  outside  the  natural  harmonic  series,  the  C#.  In  Si  suoni  la  
tromba   there   is   another   of   these   unusual   outside   notes,,   the   E#  which   is   playable   by  means   of  
bending,  for  a  highly  skilled  trumpeter  as  shown  in  Figure  12.    
  
  
  
  
  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
129Baldassare  Galuppi,‘Tigre  che  sdegno  ed  ira’  L’Olimiade,  (New  York:  Garland,  1978).  
130Baldassare  Galuppi,‘Tigre  che  sdegno  ed  ira’  L’Olimiade,  (New  York:  Garland,  1978).  
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FIGURE11.	  SCARLATTI	  ‘ROMPE	  SPREZZA’	  FROM	  7	  ARIE	  CON	  TROMBA	  	  
  
FIGURE	  12.	  ‘	  SI	  SUONI	  LA	  TROMBA’	  FROM	  	  SCARLATTI’S	  7	  ARIE	  CON	  TROMBA.	  CADENCE	  OF	  THE	  B’	  SECTION.	  
Scarlatti  in  his  7  arie  con  tromba  has,  for  the  most  part,  selected  a  harmonic  structure  and  melodic  
line,  which  suits  the  requirements  of  the  natural  trumpet,  but  it  is  always  interesting  to  see  such  
‘lip  bending’  required  of  the  trumpeter  as  it  required  a  very  highly  skilled  individual  to  reliably  
perform   such   tasks.   Scarlatti   here   appears   to   be   either   attempting   to  make   the   trumpet   fit   his  
composition,  creatively  utilising  the  skills  of  a  certain  performer  in  an  attempt  to  highlight  new  
virtuosic  talent,  or  perhaps  using  the  bent  note  as  a  different  colour.  A  trumpeter  bending  a  note  
a  semi-­‐‑tone  lower  even  when  supremely  executed  cannot  avoid  the  smudged  nature  of  a  barely  
present  note.  The  trumpet  as  an  instrument  was  very  limited  and  as  such  a  composer  could  not  
just  take  a  vocal  line  and  make  the  trumpet  play  it.  This  was  the  case  for  most  examples,  as  the  
vocal  line  would  imitate  the  trumpet  melody  note  for  note.  Scarlatti’s  regular  slight  adjustments  
of   the   vocal   line   suggest   that   he   was   dissatisfied   with   the   limitations   of   the   trumpet   and  
determined  to  have  it  figuratively  bend  to  his  will.  
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EXAMPLES  IN  WHICH  THE  PARTS  ARE  INDEPENDENT  
Another   Scarlatti   aria   from   the   opera   La   Caduta   de'ʹ   Decemviri   shows   a   different   method   of  
composition  in  which  the  trumpet  and  voice  parts  do  not  directly  imitate  one  another,  however  
the  voice  part  still  quite  clearly  contains  trumpet-­‐‑like  writing  .  This  is  the  kind  of  result  one  could  
imagine  would  occur  if  the  trumpet  was  added  to  accentuate  an  already  established  vocal  melody  
perhaps  as  a   late  addition  to  support  the  affect  of   the  text.  Notice   in  Figure  13  that  the  trumpet  
has  the  melody  for  only  half  of  the  ritornello,  and  then  at  bar  5  the  strings  take  over  the  melodic  
interest  while  the  trumpet  continues  to  provide  textural  character.  Al  cader  translates  ‘at  the  fall’  
which   is   fittingly   painted   with   falling   scales.   These   descending   scales   are   unplayable   on   the  
trumpet  and  Scarlatti  has  passed  the  melody  on  to  the  strings.  
Figure	  13.	  Scarlatti,	  Al	  cader	  d’ultrice	  spada,	  from	  LA	  Caduta	  de'	  Decemviri.	  1697.	  131	  
  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
131Alessandro  Scarlatti,‘Al  cader  d’ultrice  spada’  La  Caduta.  (Cambridge,  Mass.:  Harvard  University  Press,  
1980).  
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The  vocal  melody  ends  with  leaps  of  fourths,  or  perfect  fifths  referencing  the  trumpet’s  harmonic  
series;   there   is   ornamented   arpeggiation   on   the   repeat   of   the   text   in   bar   31   following   the   sung  
principale  statement  of  ‘Appio  cada’  in  bar  29,  a  stylistic  fanfare  gesture  in  keeping  with  the  rhetoric  
of   the   trumpet.   The   articulation   of   the   leaps   and   chordal   passages   should   be   sung   with   the  
character  of  the  trumpet  in  principale  style  as  recommended  by  Altenburg..  This  example  shows  
the  independence  of  the  vocal  and  trumpet  melodies  yet  demonstrates  that  the  vocal  melody  can  
still  incorporate  trumpet-­‐‑like  gestures.    
Another  Scarlatti  aria   (Figures  14  &  15),   shows  principale  character   in   the  vocal   line.  The   Italian  
double   t   suggests   a   pause   in   phonation   thus   allowing   the   spirited   leaping   motives   to   be  
distinctively  detached  in  keeping  with  principale  style:  ven  –  De(t)–da,  ven  –  De(t)  -­‐‑  da.  As  in  Al  
cader  d’ultrice  spada  the  trumpet  is  again  different  to  the  vocal  line  but  sets  up  the  character  of  the  
aria  with  this  introduction:    
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FIGURE	  14	  AUTOGRAPH	  SCORE	  SCARLATTI	  TELEMACO	  1718,	  VENDETTA	  VENDETTA–TRUMPET	  AND	  OBOE	  UNISON	  
OPENING	  BARS132	  
  
FIGURE	  15.	  AUTOGRAPH	  SCORE	  SCARLATTI	  TELEMACO	  1718,	  VENDETTA	  VENDETTA–FIRST	  VOCAL	  ENTRY	  
  
Especially  notice  the  raised  eleventh  coming  out  of  the  measured  trill  in  thirds  into  the  first  vocal  
cadence   as   this   is   a   particular   reference   to   the   raised   eleventh   partial   of   the   natural   harmonic  
series,   a   very   strong   colour  within   the   trumpet’s  palette.   Example   14   shows   that   trumpets   and  
oboes  were  used  together  and  the  oboe  was  also  often  required  to  play  with  principale  character.  It  
is  clear  that  idiomatic  trumpet  writing  occurs  frequently  in  oboe  parts.  Later  in  the  aria  we  have  
an   example   typical   of   Scarlatti’s   use   of   the   trumpet.   The   perfect   fourths   in   the   trumpet   part  
respond   to   the   voice,   which   sings   broken   chords   principale   and   short   clarino   semiquaver  
flourishes.   Quite   clearly   the   voice   and   trumpet   are   speaking   the   same   melodic   language   and  
Scarlatti,   it   appears,   is   crafting   the   trumpet   aria   to   incorporate   more   melodic   independence  
though  remaining  stylistically  true  to  the  trumpet’s  idiomatic  character.  
	  
	  
FIGURE	  16.	  VENDETTA	  VENDETTA	  FROM	  TELEMACO	  	  BY	  SCARLATTI	  1718,  
Trumpet/oboe                                   
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132Alessandro  Scarlatti  ‘Vendetta,  vendetta’,  Telemaco.  (New  York  :  Garland,  1977).  
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VOCAL  QUALITIES  OF  CASTRATI  
This  next  section  relates   to  how  the   trumpet  may  have  affected   the  castrato  vocal  sound.  There  
are  two  surviving  recordings  of  a  castrato  from  the  bel  canto  style  made  by  Alessandro  Moreschi  
(1858-­‐‑1922.  He  was  forty-­‐‑three  years  of  age   in  1902  at   the   time  of   the   first  recording,  and  forty-­‐‑
five  in  1904  at  the  time  of  the  second  recording.  Franz  Haböck  in  the  1920s  described  his  friend  
Alessandro   Moreschi’s   voice   as   being   ‘powerful,   yet   pure   and   clear   as   crystal   with   effortless  
breath  control’.134  Listening  to  the  recording  the  voice  is  certainly  powerful  but  at  times  it  sounds  
difficult  to  produce  and  quite  constricted.  This  may  have  been  due  to  the  poor  recording  quality  
and   possibly   due   to   the   stress   of   recording   in   difficult   conditions   with   unfamiliar   awkward  
equipment.  Apart  from  this  there  are  few  anecdotes  relating  to  the  sound  of  castrati.  One  written  
by  De  Brosses  states:  
One  must  be  accustomed  to  the  voices  of  castrati  in  order  to  enjoy  them.  Their  timbre  is  as  clear  
and  piercing  as  that  of  choirboys  and  much  more  powerful;  they  appear  to  sing  an  octave  above  
the  natural  voice  of  women.  Their  voices  have  something  dry  and  harsh,  quite  different  from  the  
youthful   softness   of  women;   but   they   are   brilliant,   light,   full   of   sparkle,   very   loud   and  with   a  
wide  range.135  
In  trying  to  recreate  a  mental  impression  of  the  sound  of  the  castrato  we  can  also  look  to  medical  
reports.  Jenkins  (1998)  found  that  ‘in  the  only  recorded  post-­‐‑mortem  examination  of  a  castrato  the  
dimensions  of  the  larynx  were  strikingly  small,  with  the  vocal  chords  the  length  of  a  female  high  
soprano.  However  in  a  castrato  somatic  growth  continued  unhindered,  resulting  in  a  voice  very  
different   from   that   of   a   prepubertal   boy’136.   She   goes   on   to   explain   that   the   ‘fully   grown  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
133  ibid.  
134Haböck,  Die  Kastraten  Und  Ihre  Gesangkunst.  207.  
135Heriot,  The  Castrati  in  Opera,  14.  
136J  S  Jenkins,  "ʺThe  Voice  of  the  Castrato"ʺ  The  Lancet  351  (1998),  1877.  
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resonating   chambers   provided   by   the   pharynx   and   oral   cavity   as   well   as   an   adult   thoracic  
capacity,  made  even  more  effective  by  intensive  voice  training  would  explain  the  ability  to  sing  
so  powerfully  in  the  upper  register’.137  
Clearly   there   is   a   medical   reason   for   the   unusual   vocal   power   of   castrati;   however   ongoing  
conditioning  through  regular  singing  with  trumpets  seems  likely  also  to  have  contributed  to  their  
vocal  prowess.  Nicolini  played  Rinaldo  in  most  of  the  forty-­‐‑seven  performances  counted  between  
1710  and  1717138.  Consider  this  regular  imitative  exposure  to  the  trumpet  aria.  Or  la  tromba  is  just  
one  of  hundreds  of   trumpet  arias  which  saturated  the  opera  stage  during  the  early  1700s.   If  we  
take   a   run   of   performances   to   be   an   intensive   period   of   singing   under   particular   conditions,  
where   the   singer  may  have  mimicked   the   trumpet   so  often,  one  begins   to  wonder  what   sort  of  
effect  regularly  singing  with  the  trumpet  might  have  had  on  the  physical  approach  of  the  singer.  
To   quote   Saxon   and   Schneider   ‘we   condition   our  muscles   in   specific  ways   so  we   can   produce  
specific  biological  changes.  The  goal  is  to  make  our  performance  of  a  desired  activity  easier  and  
better.  This  is  as  true  for  a  Javelin  thrower,  as  it  is  for  a  singer,  speed  skater  or  speech  patient’139.  
Thus,   through   regular   singing   with   trumpets,   Nicolini’s   voice,   for   example,   might   have   been  
expected   to   ’eventually   adapt   to   the  workload’140;   his   cricothyroid   and   thyroarytenoid  muscles  
may  have  developed  if  imitating  the  high  register  of  the  trumpet  regularly  enough.  As  a  result  it  
can  be  hypothesised   that  his  body  may  have  adjusted   to  make   the  workload  easier.   In  a   study  
relating  directly  to  the  physiological  effects  of  the  vocal  exercises  conducted  by  Stemple,  (1994),  
conclusive  results  ‘found  dramatic  conditioning  responses  on  volunteer  subjects  after  4  weeks  of  
using  loading  and  unloading  exercise  techniques’141.    
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
137Ibid.  1877.  
138  Winton  Dean  and  J  Merril  Knapp,  Handels  operas  1704-­‐‑1726.  Oxford:  Oxford  University  Press,  
1995.  156.  
139Schnieder,  Vocal  Exercise  Physiology,  47.    
140Ibid.  47.  
141Ibid.  47.  
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The  primary  physiological  effects  of  the  vocal  function  exercises  were  reflected  in  altered  
phonation   volumes,   airflow   rates,   maximum   phonation   times,   and   frequency   ranges.  
Experimental  subjects  significantly  increased  phonation  volumes  at  all  pitch  levels,  with  
the   largest   increases   at   the  high  and   low  pitches.   Flow   rates  decreased,  particularly   at  
the   high  pitch   level.  Maximum  phonation   times   increased   for   the   comfort   of   the   high  
pitches,  and  the  pitch  range  was  extended  significantly  in  the  downward  direction.142  
These  results   show  that   the  muscles  and  physiology  of   the  human  voice  do  adapt  according   to  
the  type  of  workload  they  are  given.  Hemsley  writes  ‘flexibility  in  every  regard  is  indeed  one  of  
the  most   important   aspects   of   vocal   technique.   This   does   not   mean   simply   the   ability   to   sing  
quick   passages   of   coloratura;   it   means   that   singers   must   be   able   to   respond   at   will   and   with  
precision  to  the  finest  shades  of  the  musical,  poetic,  and  dramatic  meaning’143.  Considering  both  
Hemsley  and  Stemple  it  is  possible  to  hypothesise,  for  instance,  in  the  case  of  Nicolini  singing  in  
Rinaldo   on   approximately   forty   occasions:   1.   Following   Rizzolatti,   Nicolini’s   mirror   neurons  
being  well  developed  would  have  given  him  the  capacity  to  easily  imitate  the  musical  sounds  of  
the   trumpet.   2:   Following   Hemsley,   Nicolini,   being   the   best   singer   in   the   world144,   could   be  
expected  to  have  had  the  technical  flexibility  to  respond  with  precision  to  the  finest  vocal  shades  
and  was  well  versed  in  expressing  dramatic  meaning  and  responding  sensitively  to  the  musicians  
around  him.  It  can  therefore  be  hypothesised  that  the  muscles  responsible  for  phonation  adapted  
physiologically,  as  in  Stemple’s  case  study,  to  become  louder  in  volume,  brighter  in  tone,  wider  
in  range,  more  clear  in  articulated  broken  chords  and  generally  more  trumpet  like  in  quality  and  
character   in   order   to  match   the   instrument   as   a  model   in   ‘Or   la   tromba’.   Further   to   this   Janice  
Chapman  and  Ron  Morris  (2012)  argue  not  only  that  imitation  is  the  primary  means  to  ‘set  up  the  
vocal   template   [which]   includes   resonance   as   a   major   component’   but   that   ‘deviations   in  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
142L.  Lee  J.  D.  Stemple,  B.  D'ʹAmico,  and  B.  Pickup,  "ʺEfficacy  of  Vocal  Function  Exercises  as  a  Method  of  
Improving  Voice  Production,"ʺ  Journal  of  Voice  8  (1994).  6.  
143Hemsley,  Singing  and  Imagination:  A  Human  Approach  to  a  Great  Musical  Tradition.  
144	  Johnson,  Claver  Morris,  an  Early  Eighteenth-­‐‑Century  English  Physician  and  Amateur  
Musician  Extraordinaire.  108. 
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articulatory   postures   can   influence   vocal   tone’145.   Together   they   emphatically   claim   that   ‘it   is  
obvious  that  the  articulatory  system  can  act  as  a  monitor  to  what  is  occurring  at  the  level  of  the  
larynx   and   even   below   at   the   level   of   the   breath   support   system’.146  Imitation   by   adjusting   the  
vocal  timbre,  the  level  of  the  larynx  and  the  breath  support  system,  in  order  to  match  the  sound  
of  the  trumpet  now  allows  a  new  angle  for  analysing  Scarlatti’s  use  of  the  trumpet  in  Mio  tesoro  
from  7  arie  con  tromba.   In   the  aria   it   is   important   to  note   that   the  words  are  quite  unusual   for  a  
trumpet  aria.  Secondly  that  the  trumpet  melody,  so  often  associated  with  pomp,  buoyancy,   joy,  
triumph  and  jubilation,  is  here  used  cantabile  in  support  of  a  yearning  text.  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
145  Chapman,  Singing  and  teaching  singing;  A  holistic  approach  to  classical  voice,  95.  
146  Chapman,  Singing  and  teaching  singing;  A  holistic  approach  to  classical  voice,  104.  
Mio  tesoro  per  te  moro!  
Vieni  presto  a  consolar  
Questo  cor  che  tanto  brama  
E  ti  chiama  a  ristorar.  
My  Darling  for  thee  I  die!  
Come  quickly  to  console    
This  heart  which  so  much  longs  for  you    
And  calls  upon  you  to  restore  it.    
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The  seven  arias  edited  by  Meredith  share  common  themes,  key  centre,  form,  instrumentation  and  
as  such  may  be  seen  as  a  kind  of  song  cycle.  All  of  the  arias  feature  love  as  a  theme.  Mio  tesoro’s  
unique   florid   trumpet   melody   is   almost   entirely   contained   to   the   clarino   register   and   the   text  
references  nothing  of  War  or  victory  or   any   sort  of   festivity  or   joyous  occasion   for   that  matter.  
The  unusual  text  is  matched  to  an  unusually  delicate  and  florid  clarino  vocal  style.  Scarlatti  seems  
to   be  moving   away   from   the  militant   principale   idiomatic   trumpet  writing   in   this   cycle   and   is  
experimenting  with  the  beauty  of  the  singing  clarino  style  of  playing.     The  high  tessitura  allows  
Scarlatti   to  write   a   very   florid  melody.   The   only  major   characteristic  which   identifies   this   as   a  
trumpet   aria,   apart   from   the   physical   presence   of   the   trumpet   of   course,   is   the   echo   effect  
associated  with  the  instrument.  Historically  the  trumpet  has  its  place  as  an  instrument  of  alarm,  
and  the  passing  of  information  over  a  large  distance  to  troops  during  war,  or  to  entire  villages  as  
warning  to  get  to  arms  and  be  ready  for  battle  would  have  been  echoed  back  as  a  confirmation  
that  the  message  had  been  received.  The  echo  affect  is  associated  perhaps  with  the  relaying  of  a  
signal  and  was  often  utilised  in  trumpet  arias;  Mio  Tesoro  on  track  5    is  one  such  example.        
FIGURE	  17.	  MIO	  TESORO	  FROM	  SCARLATTI’S	  7	  ARIE	  CON	  TROMBA.	  	  	  147
	  
	  
FIGURE	  18.	  MIO	  TESORO	  FROM	  SCARLATTI’S	  7	  ARIE	  CON	  TROMBA.  148	  
  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
147Meredith,  ed.,  7  Arie  Con  Tromba.  
148Ibid.  
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The   florid  melody   is   clearly   cantabile   and   therefore   the   trumpeter,   would   have   been   likely   to  
imitate   the   lyrical  smooth  cantabile  character  of   the  voice   in  contrast   to   the  principale   field  style  
seen  in  earlier  examples  of  this  analysis  where  the  trumpet  is  clearly  at  home  in  its  own  idiom.  In  
this   case   scholars   have   quite   rightly   argued   that   the   voice   is   the  model   for   instrumentalist   to  
aspire   to.   With   the   ease   and   unconscious   adaptation   of   the   human   voice   there   is   however   a  
further   question   regarding   timbre.   The   trumpeter  may   have   taken   the   edge   off   his   sound   and  
played  very   sweetly  which   is   likely   especially   in   this   chamber   situation149.  This  poses   a   further  
question:  If  is  it  possible  for  the  trumpet  not  to  sound  like  a  trumpet,  why  bother  writing  for  it?  
Some  historical  accounts,   like  that  mentioned  in  Tarr’s  trumpet  book150,  suggest  that  a  very  fine  
trumpeter  playing  in  the  high  register  and  clarino  style  can  play  characteristically  as  delicate  as  a  
flute   or   a   voice.   Having   said   that,   there   is   still   going   to   be   a   timbrel   sound   for   the   singer   to  
respond  to  and  even  if  the  trumpeter  is  imitating  the  singer  very  well,  there  is  a  strong  possibility  
the  raw  nature  of  the  instrument  thus  the  timbral  colour  of  the  trumpet  will  still  shine  through,  
with   the   singer’s   phonetic   response   adjusting   to  match   the   sound   of   the   obbligato   instrument.  
The   concept   being   that   where   the   instrument   and   voice   share   a   melodic   idea   in   an   imitative  
compositional  structure,  both  vocalist  and  trumpeter  will  respond  naturally  to  the  timbre  of  the  
other  –  but  with  the  voice  being  more  flexible  than  the  trumpet,  the  singer  again  is  more  likely  to  
match  the   timbre  accordingly.  Perhaps  this   imitation  of   the   trumpet  enticed  the  singer   to  excite  
harmonics  which  singers  refer  to  as  squillo151.  Figure  19  shows  the  first  vocal  entry  (treble  clef)  of  
Mio   Tesoro.   It   begins   in   much   the   same   manner   as   the   trumpet   in   Figure   18,   although   the  
descending  patterns  take  the  voice  into  regions  that  the  trumpet  cannot  fully  explore.  The  entry  is  
reminiscent  of  the  trumpet’s  melody  and  may  be  alike  enough  to  instinctively  allow  the  singer’s  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
149clarino  trumpeting  used  in  chamber  and  other  ‘concert’  situations  is  a  much  more  delicate  style  of  
playing  trumpet  than  would  be  used  with  the  more  brazen  field  calls.  
150	  Tarr,  The  trumpet  book,  80.	  
151	  Squillo  a  the  term  used  to  describe  overtones  in  the  2500-­‐‑3000hz  range,  it  is  also  coined  as  
‘ping’  and  is  considered  one  of  the  main  contributors  for  an  opera  singers  voice  to  carry  
over  an  orchestra.  
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brain   to   react   in   the   same   way   during   the   pause   preceding   his   entry   as   it   would   in   the  
circumstances  of  direct  imitation.  
FIGURE	  19.	  MIO	  TESORO	  FROM	  SCARLATTI’S	  7	  ARIE	  CON	  TROMBA.  152	  
  
With  mirror  neurons  in  mind,  what  seems  most  likely  is  that  the  musicians  were  receptive  to  each  
other   and   both   imitative   in   their   expressive   techniques   especially   in   terms   of   the   colour   of   the  
sound,  phrasing,  and  articulation.   Importantly  what   is  being  argued  in   this   thesis   is  not  simply  
that   the   voice   should   imitate   the   trumpet,   but   that   the   trumpeter,   the   singer   and   the   other  
musicians   involved   in   the  music  are  required  to  respond  and  to  match  each  other’s  sound.  The  
use  of   the   trumpet   in  a   love  song  to  support   the   longing,  sighing,  crying  of   the   text   is  unusual.  
The  descending  perfect  fourth  is  like  an  inverted  fanfare.  
	  
FIGURE	  20.	  SCARLATTI	  MIO	  TESORO	  TRUMPET	  EXCERPT	  DESCENDING	  PERFECT	  FOURTH	  INTO	  CLARINO	  STYLE	  
CONTRADICITON	  
  
Trumpet   arias   like   Mio   tesoro   are   clearly   not   written   with   principale   ritornelli,   however   the  
possibility  that  the  singer  still  would  have  imitated  the  actual  sound  of  the  trumpet  seems  more  
and   more   likely   as   research   into   Mirror   Neurons   continues.   This   does   not   just   apply   to   the  
singers,   for  of   course  all  musicians  developed  mirror  neurons  which  may  have   caused  musical  
evolution  directly  from  imitation.  
  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
152Meredith,  ed.,  7  Arie  Con  Tromba.  
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This  aria  is  also  interesting  because  it  is  possible  Nicolini  may  have  been  the  singer  for  whom  the  
arias  were   composed.  Nicolini   sang   soprano  early  on   in  his   singing   career,   and  made  his   fame  
singing   in   Scarlatti’s   operas.   Even   if  Nicolini   did   not   sing   this   particular   aria,   it   is   perhaps   an  
example   of   the   type   of   music   a   young   Nicolini   was   exposed   to.   It   is   also   proof   that   not   all    
trumpet   arias   were   based   on   epic   war   songs,   jovial   festivities,   and   rousing   renditions   of  
victorious   tales.   Scarlatti   clearly   enjoyed  making   use   of   the   trumpet   in   a   different   way   to   the  
majority  of  his  contemporaries.    
  
MIXTURE   OF   CLARINO   AND   PRINCIPALE   STYLES   WITH   IMITATION   OF   BOTH   VOICE   AND  
TRUMPET,  AND  INDEPENDENT  FIGURES,  CULMINATING  IN  THE  USE  OF  ALL  THE  ABOVE  
Marc’Antonio   Ziani   (1653   -­‐‑   1715)   ‘wrote   virtuosic   solos   for   various   instruments’153.   The   aria  
examined   here   is   from   ‘La   Flora,   on   a   libretto   by   Matteo   Noris,   first   staged   at   the   Teatro  
Sant’Angelo   in   Venice   in   December   1680’154.      Tarr   in   his   entry   for   Sartorio   in   Grove   online,  
comments  that  Ziani  completed  the  opera  on  behalf  of  Sartorio  who  died  before  he  could  finish  
the  opera  himself.155  Tarr   in  his  performance  notes  writes   that   this   is   ‘arguably  one  of   the  most  
virtuosic  of  all  Venetian  trumpet  arias’.156  This  is  particularly  interesting  considering  how  early  it  
was   written.   The   trumpeter,   who   according   to   Cassone   would   probably   have   been   Johann  
Heinisch,157  begins   the   aria   with   a   spectacular   display   before   playing   a   game   of   tag   with   the  
singer.  Play  track  6  to  hear  Niklas  Eklund  performing  Trombe  d’Ausonia.  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
153Tarr,  The  Art  of  the  Baroque  Trumpet.    http://www.naxos.com/person/Marc_Antonio_Ziani/19214.htm  
accessed  March  25,  2012.  
154  Tarr,  The  Art  of  the  Baroque  Trumpet.    http://www.naxos.com/person/Marc_Antonio_Ziani/19214.htm  
accessed  March  25,  2012.  
155Edward  H.  Tarr.  "ʺSartorio,  Antonio."ʺ  In  Grove  Music  Online.    Oxford  Music  Online,  
http://www.oxfordmusiconline.com/subscriber/article/grove/music/24605  (accessed  July  20  ,  2011)  
156  Tarr,  The  Art  of  the  Baroque  Trumpet.    http://www.naxos.com/person/Marc_Antonio_Ziani/19214.htm  
accessed  March  25,  2012.  
157Cassone,  The  Trumpet  Book,  58.  
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FIGURE	  21.	  AUTOGRAPH	  SCORE	  TROMBE	  D’AUSONIA	  FROM	  ZIANI’S	  LA	  FLORA	  
  
  
  
  
  
This  particular  aria  is  an  example  of  the  trumpet  providing  the  first  version  on  occasion  and  the  
voice  providing  the  first  version  on  others  are  distinctly  independent  though  it  would  be  difficult  
to   argue   that   a   contrast   in   character   is   required,   as   it   is   clearly   the   same   idiomatic   melodic  
material.  Even  where  the  compositional  pattern  does  not  indicate  immediate  repetition,  it  could  
still  be  argued  that  the  anacrusis  of  three  quavers  and  the  repeated  notes  in  figure  21  are  written  
in   a   trumpet-­‐‑like   style   and   as   such   would   most   likely   have   been   performed   with   a   principale  
trumpet   like  buoyancy  and  clarity.  Conversely,   in   the  passages   that  are   intrinsically  clarino-­‐‑like  
and  lyrical,  the  trumpet  should  imitate  closely  the  legato  of  the  singer.  
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TRUMPET-­‐‑LIKE  QUALITIES  REFERENCED  IN  MUSIC  FOR  OTHER  INSTRUMENTS  
Quite   clearly   there   are   times  when   instruments  play   in   their   own   style,   but   there   is   increasing  
evidence   that   the   idiomatic   character   of   the   trumpet   formed   its   own   expressive   identity.   As  
discussed   by   Rosand,   opera   in   the   1640’s   in   Venice   was   largely   influenced   by   the   trumpet’s  
character,  which  was  deliberately  used  not  only  in  vocal  gestures  but  in  string  ritornelli,  perhaps  
most  notably  in  operas  of  Francesco  Cavalli,  Francesco  Sacrati  and  Claudio  Monteverdi158.  Figure  
22  shows  how  Cavalli  uses   idiomatic   trumpet   like  writing   for  strings.  This   type  of  writing  was  
used  in  ‘imitation  of  the  trumpet  during  staged  battle  scenes’159.      
Figure	  22	  ‘Amori	  Alarmi	  L’acre	  Rimbombi’	  from	  Doriclea	  by	  Francesco	  Cavalli	  
160  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
158  Rosand,Opera  in  Seventeenth  Century  Venice  .  329.  
159Cassone,  The  Trumpet  Book,  51-­‐‑52.  
160Cavalli,  Doriclea,  77.  
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The  repeated  notes  and  note  selection  of  Cavalli’s  ritornelli  could  easily  be  played  by  a  field  corps  
of  trumpeters.  The  stagnant  block  harmony,  with  the  lowest  parts  literally  playing  only  one  note  
references   trumpet   sonatas   like   the   332   composed   by   Bendinelli.   In   his  works   only   the   second  
highest,   or   sonata   part  was   notated.   The   first   part  was   improvised   by   the   best   available   clarino  
specialist.  ‘The  players  of  the  fourth  and  fifth  parts,  as  with  Monteverdi,  confined  themselves  to  a  
single  note  each’161  while  ‘the  player  of  the  third  part  was  supposed  to  be  quite  expert  in  imitating  
exactly   the   notes   of   the   sonata   part   one   step   lower   in   the   harmonic   series’162.      These   rules   are  
clearly  obeyed  in  Cavalli’s  example  shown  above.  
This   use   of   strings   imitating   idiomatic   trumpet   character   was   not   only   maintained,   but   its  
rhetorical  and  musical  employment  developed   for  over  a   century.  The   following  example   from  
Handel’s  Amadigi   (Figure  23)   shows   the   first  violin  playing   the  main  melodic   figure   in  a  most  
trumpet   like   style,   while   the   trumpet   plays   a   harmony   line   giving   presence,   volume   and  
dominance   to   the  character  of   the   sound,  and  perhaps  even  creating   the   illusion  of   the  melody  
being  performed  by  the  trumpet.  Nicolini  sang  with  the  trumpet  and  oboe  in  “Sento  la  gioia”.  In  
the   excerpt   the  voice   in   its   first   shown  entry   repeats   the  melody  provided  by   the  opening   first  
violin  statement.  The  voice,  imitates  the  first  violin,  which  is  essentially  acting  like  a  trumpet.  At  
bar  46   the  voice   repeats  notes  given   in   the   first  violin  part  again  down   the  octave;  however  on  
this   occasion   the   violin,   is   accompanied   by   a   real   trumpet.   The   broken   chord   figures   in  
accompanying   parts   reference   trumpet   writing   and   this   would   suggest   that   the   instruments  
should  also  play  principale  style  with  matching  quality.  The  vocal  melody  flourishes  through  bars  
41-­‐‑44,  before  the  trumpet  interrupts  in  bar  45  with  repeated  notes  as  it  often  does  in  this  aria,  and  
the  voice  imitates  the  exact  trumpeting  motive  down  the  octave  in  46  before  again  winding  away.  
The  pattern   is   repeated   in  bar   49   and  51,  with   the  voice   this   time   entering  on   the  dominant   in  
echo  of  the  trumpet.  The  trumpet  is  featured  on  the  top  stave,  then  followed  by  the  oboe,  Violins  I  
and  II  in  unison,  viola,  voice,  and  bass  on  the  bottom  stave.  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
161  Cesare  Bendinell,  Sonata  No.  336,  Edward  H.  Tarr  Series,  (Nashville  Tenn:  The  Brass  Press  c.  1978).  
162  Ibid.  
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FIGURE	  23.	  HANDEL,	  ‘SENTO	  LA	  GIOIA’,	  AMADIGI,	  1715,	  BARS	  41-­‐51163	  
	  
Sento  la  gioia,  ch’in  sen  mi  brilla,  
E  già  scintilla  nel  ciel  la  stella    
del  Dio  d’amor;  
Sarò  beato  con  te,  mia  bella,  
E  amico  il  fato  già  mi  promette  
Contento  al  cor.  
I  feel  the  joy  which  shines  within  me  
And  already  the  star  of  the  God  of  love    
sparkles  in  the  sky;  
I  will  be  happy  with  you,  my  beauty,  
And  friendly  fate  already  promises  me    
Contentment  in  my  heart.  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
163George  Handel,  Amadigi  1715  (London,  New  York:  Bärenreiter,  1971).  
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Handel   alternates   between   trumpet-­‐‑like  motives   and  more   sensitive   and   beautiful   florid   lines.  
The   trumpet-­‐‑like  motives,   for  example   the  repeated  crotchets   in   the  voice  part,   suggest  punchy  
characterisation   of   the   figures.   For   the   second   time   in   this   essay   the   example   shows   Nicolini  
singing   a   trumpet   melody   displaced   down   the   octave   from   where   it   occurs   in   the   natural  
harmonic  series.  
The  Monthly  Mask,  a   journal  presenting  arrangements  of  popular  songs  from  the  opera   in  1702-­‐‑
1711,  was   advertised   for   sale   ‘assiduously,   usually   in   the  Post  Man’164  for   people   to   buy   at   the  
price  of  sixpence  per  issue  and  take  home  to  play  in  their  living  rooms.  The  ‘excitement  of  getting  
the   latest   songs  as  quickly  as  possible...   is   shown  by  a   copy  of   the  Monthly  Mask  at  Magdalen  
College,  Oxford,  on  which  is  written  in  a  contemporary  hand,  ‘Came  out  this  day  28th  September  
1704’’165.  The  journal  has  several  examples  of  trumpet  arias  with  parts  written  out  for  the  common  
domestic  flute.  The  image  below  shows  the  trumpet  part  of  a  song  printed  in  the  Monthly  Mask,  
September   1709,   entitled  Made   on   her   Majesty   by   the   British   Appollo,   set   by   Mr   W.T.’166  here  
written  out   for   the  more  common  domestic   instrument,   the   flute.  The  notation  appears   to  be   in  
the  original  key.  Here  the  general  popularity  of  a  song  with  trumpet  is  demonstrated;  secondly,  
how  trumpet  figuration  was  readily  available  in  homes  of  middle  class  people.  This  suggests  that  
middle  class  people  who  learnt  music  as  a  hobby  would  also  have  sung  regularly  in  imitation  of  
the   character   of   the   trumpet.   In   the  monthly  mask   journal   examined   there  were   six   identified  
trumpet  arias.  Figure  24  shows  an  excerpt  from  one  of  the  360  songs.  At  least  fifty-­‐‑six  songs  can  
be   identified   as   displaying   idiomatic   trumpet   ritornelli   to   be   sung   or   played   on   the   flute.  
Significantly   this   means   that   student   professional   singers   were   also   privy   to   the   infectious  
stylings  of  the  trumpet  aria.  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
164  Olive  Baldwin  and  Thelma  Wilson,  ed.,  The  Monthly  Mask  of  Vocal  Music,  1702-­‐‑1711:  a  Facsimile  Edition  
(England:  Aldershot,  2007).  1.  
165  Ibid.  2.  
166Ibid.  284.  
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FIGURE	  24.	  THE	  FLUTE	  ACTING	  AS	  A	  TRUMPET167	  
  
  
TRUMPET  GESTURES  WRITTEN  IN  THE  VOICE  PART  
This   section   examines   how   the   voice   represents   the   trumpet  when   the   instrument   itself   is   not  
present.   In   the  pasticcio  Ambleto,  performed   at   London’s  Haymarket   theatre   in   1712,   the   opera  
itself   ‘appears   to  be  based  on   the  Ambleto   composed   for  Venice   in  1705  by  Francesco  Gasparini  
(1668-­‐‑1727)’168     with   Nicolini   playing   the   title   role.   In   the   1712   edition   the   ‘dedication   of   the  
libretto   is   signed   by   Nicolo   Grimaldi,   called   Nicolini,   the   great   castrato   who   had   a   hand   in  
addition   to   singing   the   leading   role   in   every   opera  done   at   the  Haymarket   during   the   seasons  
1709-­‐‑1712  and  had  a  hand   in  arranging  several  of   the  scores.’169  Roberts   (1986)  goes  on   to  claim  
that   ‘[Nicolini]   must   have   been   responsible   for   selecting   Gasparini’s   opera’170.   If   Nicolini   was  
indeed  charged  with  selecting  the  arias  for  this  particular  opera  it  is  interesting  that  he  chose  to  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
167  Ibid.  
168Francesco  Gasparini,  "ʺAmbleto,"ʺ  in  Handel  Sources.  Materials  for  the  Study  of  Handels  Borrowing,  
introduction  by  John  H.  Roberts.    ed.  Nicolo  Grimaldi,  (New  York,  London:  Garland  Publishing  (1986),  
1712).  Vii.  
169  Ibid.  
170  Ibid.  
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include   this  particular  aria   ‘Amanti  voi  ch’andate’  which  was  actually  composed  by  Caldara  and  
comes   from   the  opera  Partenope   c.1710,   for   it   is   a   very  good   example  of   the   composer  utilising  
trumpet  gestures  in  the  vocal  melody  even  when  the  instrument  itself  was  not  present.  Figure  25  
shows   the   violin/s   in   the   top   stave,   followed   by   Nicolini   in   the   middle,   and   continuo   on   the  
lowest.
	  	   	  
	  
59	  
Figure	  25.	  Gasparini,	  Amanti	  voi	  ch’andate	  from	  Ambleto	  1712.	  171
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
171Gasparini,  Ambleto,  70.    
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When  writing  triadic   trumpet  music,   the  composer  of   field  calls   is  praised  by  Altenburg  for  his  
creativity  and   instinct   ‘since   this   triad  sounds  exalted  and   joyful  by  nature,   the   field  pieces  can  
also   evoke   a   similar   passion’172.   Here   the  main  melodic   theme   could   be   seen   to   reference   this  
‘exalted  and   joyful’   field  trumpeting  style   in  a   light  hearted   jovial  spirit.  Especially  noticing  the  
written  F  sharp  (the  raised  eleventh  of  the  C’  natural  harmonic  series)  suggests  that  this  may  have  
originally  been  intended  to  reference  the  trumpet’s  bright  upper  register.  The  melody  is  however  
displaced   down   the   octave,   perhaps   to   suit   Nicolini’s   range.   Caldara’s   use   of   this   reference   is  
quite   common   call   to  Arms!   It   is   clear   the   voice   is   used  by  Cavalli   in   imitation  of   the   trumpet  
character  and  articulation  to  highlight  a  sense  of  resounding  urgency  to  fight  for  love.  
Figure	  26	  Francesco	  Cavalli	  ‘Amori	  All’armi	  L’acre	  Rimbombi’	  from	  Doriclea.	  173	  
  
There  is  little  doubt  that  the  voice  did  in  fact  at  times  directly  imitate  the  trumpet.  The  following  
example  comes  from  the  thirteenth  aria   in  Act  II  of  Logroscino’s  comic  opera  Il  Governatore  and  
appears   to   be   a   parody   of   the   fashionable   trumpet   aria.   The   first   stave   shows   two   trumpets,  
followed  by  Violin  I,  Violin  II,  Viola,  five  singers  and  Bass.  This  imitation  of  trumpet  articulation  
on  the  broken  chord  of  D  Major  is  repeated  in  chorus-­‐‑like  fashion  throughout  the  aria  with  two  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
172Altenburg,  Trumpeters'ʹ  and  Kettledrummers'ʹ  Art  (1795),  88.  
173Francesco  Cavalli,  Doriclea  (Middleton,  Wis.:  A-­‐‑R  Editions,  2004),    74.  
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and   then   three   singers   joining   in   with   what   is   undeniably   singing   in   direct   imitation   of   the  
trumpet.  While  this  may  have  been  a  one  off  experimental  piece,  it  seems  likely  that  it  is  written  
as  a  joke,  particularly  as  it  was  written  within  a  comic  opera  in  1747  at  the  end  of  the  height  of  the  
trumpet  aria.    
FIGURE	  27.	  LOGROSCINI	  PARODY	  ON	  THE	  TRUMPET	  ARIA	  GENRE.	  174	  
  
  
	  
	  
	  
	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
174Nicola  Logroscino,  "ʺIl  Governatore,"ʺ  in  Italian  Opera  1640-­‐‑1770  (New  York:  1979).  
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FIGURE	  28.	  LOGROSCINI	  PARODY	  ON	  THE	  TRUMPET	  ARIA	  GENRE	  EXAMPLE	  OF	  CHORUS	  
175
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
175Ibid.  
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CHAPTER	  3:	  CONCLUSIONS	  
Scholars  writing  about  trumpet  arias  have  taken  seriously  the  first  part  of  Quantz  injunction  ’each  
instrumentalist  must   strive   to  execute   that  which   is   cantabile  as  a  good  singer  executes   it,’   and  
have  neglected   the  second  part,   in  which  he  goes  on   to  say   that   ‘the  singer,  on   the  other  hand,  
must   try   in   lively   pieces   to   achieve   the   fire   of   good   instrumentalists,   as   much   as   the   voice   is  
capable  of  it’176.  Analysis  of  arias  for  Nicolini  and  his  contemporaries  suggests  that  they  work  in  
exactly  the  way  Quantz  indicated:  Where  the  idiom  is  clearly  vocal  the  instrument  should  imitate  
the  voice  as  argued  by  other  writers,  however  where  it  is  clearly  instrumental  it  is  incumbent  on  
singers   to   imitate   instruments,   especially   in   lively  pieces   and,   in   the   case  of   the   trumpet,   in   its  
principale   style   ‘as  much  as   the  voice   is  capable  of   it’.     The  various  examples  given   in  chapter  2  
clearly   demonstrate   that   vocalists   would   have   imitated   trumpet   timbre   and   articulation,  
especially  in  passages  clearly  imitating  principale  figuration.    
Rizzolatti’s   research   indicates   that   the   singer’s   ‘mirror   neurons’   will   fire   automatically  
contributing  naturally   to  what  Quantz,  Tosi,   and  Bach   suggested   should  be   the   conscious   aim.  
This  ability   to   receptively  respond  to   the   instrument   is   the   ‘fire’  Quantz’s  dictum  refers   to,  and  
will  allow  music  to  move  the  ‘hearts  of  listeners,  arouse  or  still  their  passions,  and  transport  them  
now   to   this   sentiment,   now   to   that’177.   In   contrast   not   doing   so   destroys   the   emotional   affect  
through  either  ignorance  or  negligence.    
The  special  significance  of  the  trumpet  aria  is  especially  worth  noting  because  of  the  status  of  the  
trumpeters.  Their  fame,  riches  and  high  social  status  would  have  made  them  the  perfect  idol  for  
young  aspiring   talented  musicians  and   following  comments  of  Tosi,  CPE  Bach  and  Hemsley   in  
particular,  and  recent  studies  by  Rizzolatti,  it  is  plausible  to  hypothesise  that  young  professional  
singers   like   Nicolini   would   have   been   receptive   and   responsive   in   an   imitative   fashion   when  
called  to  repeat  a  melody  played  by  a  trumpeter.  The  repetitions  by  Nicolini  were  so  numerous  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
176Quantz,  On  Playing  the  Flute,  127.  
177Ibid.  119.  
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that  the  ramifications  of  mimicking  the  instrument  may  have  entered  into  his  motor  region  of  the  
brain  and  contributed  to  the  power  and  timbre  of  his  voice.  
This   study   shows   not   only   that   singers   of   the   trumpet   aria  were   likely   to   have   unconsciously  
mimicked  the  sounds  of  the  trumpet,  but  that  most  good  musicians,  having  aspirations  to  create  
convincing   performance,   may   have   performed   with   stylistic   taste   according   to   leading  
pedagogues  drawn  upon  in  this  thesis,  including  Quantz,  Tosi,  and  CPE  Bach.  It  may  be  the  case  
then,   that   these   good   musicians   may   have   actively   attempted   to   respond   to   the   idiomatic  
principale  style  of  playing  derived  from  the  military  field  style  of  trumpeting.  Composers  too  were  
faced  with   creative   challenges   specifically   relating   to  note   selection,  harmonic  progression,   and  
musical  affect  which  drew  out  both  witty  and  ingenious  solutions  and  forced  adaptations  to  the  
specific   compositions.  This   context   should  be  understood  by  singers  when   they  are  performing  
trumpet  arias.  The  use  of  old  poetic  material  known  as  epics  often  reference  war,  and  it  clear  that  
the  beginnings  of   the   trumpet   aria   can  be   attributed   as   a   special   affect  used   to  highlight   battle  
scenes,  and  evolved  quickly  to  represent  the  double  entendre  often  also  representing  the  battles  
of   love.   As   the   ‘trumpet   aria’   became   established   as   a   focal   point   of   many   an   opera,   often  
featuring   the   hero   and   providing   spectacular   duelling   arias   between   virtuosi,   it   also   began   to  
flourish   in   a   comic   sense.   Analysis   of   arias   by   Gasparini   and   Logroscini   indicate   that   the  
popularity  of  the  aria  engaged  a  wide  audience  and  this  was  soon  exploited.    
Special  mention  has   been  made  of   the  different  ways   in  which   the   instrument   and   singer  may  
have  responded  within  this  musical  relationship.  Such  responses  go  beyond  the  notation,  beyond  
the   affect,   and   standard   characterisation   of   joy   and  war,   and   lead   to   a  world   of   virtuosic   light  
hearted  competition,  dark  humour,  parodies,  and  artistic  contradictions  within  the   idiom  of   the  
trumpet  aria.  A  prime  example  is  Scarlatti’s  Mio  Tesoro.  The  trumpet  aria,  at   its  height,   in  all   its  
might,  all  its  glory,  tested  both  trumpeter  and  singer,  and  was  a  measure  of  virtuosity,  invention,  
power  and  skill.  It  should  be  treated  as  such  today  by  performers.  
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FURTHER  STUDY  
This   essay   has   focused   on   the   trumpet   in   opera;   however   it   is   important   to   acknowledge   that  
while  the  theatres  across  the  states  of  Italy  were  busy  with  a  constant  supply  of  new  operas,  the  
churches  were  enjoying  oratorios,   cantatas,  psalms,  hymns  and  all  other  genres  suitable   for   the  
glorification   of   God.   Scarlatti,   Aldrovandini,   Bassani178  and   Vivaldi   in   Italy,   and   in   Germany  
Zelenka179  and  J.S.  Bach  were  also  writing  prolifically  for  the  trumpet  in  church.  In  England  most  
notably  Purcell  and  Handel  wrote  many  trumpet  arias  both  sacred  and  operatic.  This  truly  was  a  
period  of  exultation  for  the  trumpet  and  its  use  was  widespred.  The  use  of  the  trumpet  in  church  
music   would   be   an   interesting   area   for   further   study.   A   cursery   study   indicates   the   same  
idiomatic   patterns   to   those   found   in   operatic   trumpet   arias   occur   in   sacred   trumpet   arias.  One  
example,   this  excerpt   from   the  beginning  of  Aldrovandini’s  De  torrente  set   to  verse   from  Psalm  
109  shows  clearly  the  trumpet  playing  the  opening  passage  then  Figure  30  clearly  shows  the  same  
melodic  figure  repeated  in  the  vocal  part.  
FIGURE	  29	  DE	  TORRENTE	  FROM	  PSALM	  109	  BY	  ALDROVANDINI	  TRUMPET	  ENTRY	  AT	  THE	  OPENING	  OF	  THE	  PIECE.	  180	  
:     
FIGURE	  30	  DE	  TORRENTE	  FROM	  PSALM	  109	  BY	  ALDROVANDINI	  FIRST	  VOCAL	  ENTRY	  MIRRORS	  THE	  TRUMPET	  
EXACTLY.	  181	  
  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
178Bassani  and  Aldrovandini,  Two  Italian  Songs;  High  Voice  and  Trumpet  (Denver,  Colorado  80206:  Tromba  
Publications,  1975).  
179Janice  Stockigt,  Jans  Dismas  Zelenka  (1679-­‐‑1745):  a  Bohemian  Musician  at  the  Court  of  Dresden  (Oxford:  
Oxford  University  Press,  2000).  
180Aldrovandini,  Two  Italian  Songs;  High  Voice  and  Trumpet.  
181Aldrovandini,  Two  Italian  Songs;  High  Voice  and  Trumpet.  
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The  idiomatic  principale  up  beat  on  the  dominant  leading  into  the  clarino  diatonic  flourishes  in  the  
upper  octave  here  are  clear  in  both  the  trumpet  and  then  later  in  direct  imitation  in  the  voice  part.  
In  Figure  31  the  music  follows  Burney’s  description  of  long  passages  in  thirds  within  the  ‘trumpet  
aria’    just  like  the  example  of  when  Farinelli  defeated  the  German  trumpeter.  
	  
FIGURE	  31.	  DE	  TORRENTE	  FROM	  PSALM	  109	  BY	  ALDROVANDINI.	  182	  
  
A   few   examples   begin   to   show   the   extent   of   further   research   possibilities.   These   included  
masterpieces   like   Scarlatti’s  Su   le   sponde   del   Tebro,  Handel’s  The   trumpet   shall   sound,  and   Let   the  
bright   seraphim,   Bach’s   Jauchzet   Gott   and   Ich   hatte   viel   Bekümmernis.   All   these   arias   all   contain  
typical   compositional   techniques   idiomatic   to   the   trumpet.   Each   provides   evidence   that   the  
trumpet  aria  existed  not   just  as  an  operatic  device,  but  as  a  genre  in  its  own  right.  Messa  di  voce  
and   treatment   of   other   keys   in   a   rhetorical   context   may   be   an   interesting   stylistic   feature   to  
consider   in   further   investigations  of   the  genre.  A  comprehensive   study  of   sacred   trumpet  arias  
may  draw  the  same  conclusion  or  contribute  additional  detail  to  assist  musicians.  It  is  indicative  
from  this  sample  that  it  does  not  seem  to  make  any  difference  whether  the  music  was  sacred  or  
secular,   the  principal  of   imitation,  response,  and  character  seems  to  follow  on  across  this  genre.  
Similar  studies  to  this  one  could  investigate  the  way  the  voice  may  respond  to  other  instruments.    
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